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. . . Artaud returned to the theatre, for 'theatre is the only place in the world, the 
last group means we still possess of directly affecting the anatomy, and in neurotic, 
basely sensual periods like the one in which we are immersed, of attacking that 
abase sensuality through physical means it cannot withstand'. Artaud's theatre will 
violently be both space and action but with one dramatic particularity: he will try 
to organise his spaces and his words so as to create complete physical and mental 
havoc. 'In the period of neurosis and low sensuality in which we are about to 
plunge, we must attack that low sensuality by physical means which it will not 
resist'. 
Tschumi in Architectural Design/2-3/78 p. 114. 
C H A P T E R 1 
1 
READ'ER, n. 1 . O N E W H O READS. 
READ, V .Z . , 1 . TO GET THE M E A N I N G OF ( S O M E T H I N G WRITTEN, PRINTED, 
ETC.) B Y INTERPRETING ITS CHARACTERS OR SIGNS. 
2. TO LEARN THE TRUE M E A N I N G OF: TO UNDERSTAND THE NATURE 
OR SIGNIFICANCE OF AS IF BY READING; AS, Y O U READ A PERSON'S 
CHARACTER I N H I S FACE. 
3. TO FORTELL ( T H E FUTURE) 
4. TO A D V I C E ; TO COUNSIL; TO DECLARE; TO TELL; TO S U P P O S E ; TO 
I M A G I N E ; TO READ INTO; TO ATTRIBUTE A PARTICULAR M E A N I N G 
TO; TO INTERPRET I N A CERTAIN WAY. 
VIEW'ER, n. 1 . ONE W H O V I E W S , SURVEYS, OR E X A M I N E S . 
2. ONE W H O V IEWS A SCENE, EXHIB IT , M O T I O N PICTURE, 
TELEVISION ETC., I E . A SPECTATOR. 
VO-YEUR' (vwa-yef)n.[Fr., from voir, to see.] A PERSON G I V E N TO 
VOYEURISM, A PERVERSION I N W H I C H SEXUAL GRATIFICATION 
IS OBTAINED B Y LOOKING AT SEXUAL OBJECTS OR SCENES. 
AU'THOR, n. 1 . O N E W H O CREATES PRODUCES OR BRINGS INTO B E I N G ; THE 
BEGINNER, CREATOR OR FIRST M O V E R OF ANYTHING. 
Webster's Seventh New Collegiate Dicitonary, G.C. Merriam Company, 
Publishers, Springfield Massachusettes,1972. 
P o e t i c c r ea t i on b e g i n s as v i o l e n c e to l a n g u a g e . T h e first act in 
th is o p e r a t i o n is t h e u p r o o t i n g o f w o r d s . T h e p o e t w r e s t s t h e m 
f r o m their habi tua l c o n n e c t i o n s a n d o c c u p a t i o n s : s e p a r a t e d f rom 
the f o r m l e s s wor ld o f s p e e c h , w o r d s b e c o m e u n i q u e , a s if they h a d 
j u s t b e e n b o r n . T h e s e c o n d act is the r e t u r n o f the w o r d : the p o e m 
b e c o m e s an objec t o f p a r t i c i p a t i o n . T w o o p p o s i n g fo rces inhabi t 
the p o e m : o n e o f e l eva t i on o r u p r o o t i n g , which pul ls t he w o r d 
f r o m the l a n g u a g e ; the o t h e r o f gravi ty , which m a k e s it r e tu rn . 
T h e p o e m is an or ig ina l and u n i q u e c r e a t i o n , b u t it is a l s o r e a d i n g 
a n d r ec i t a t i on : p a r t i c i p a t i o n . T h e P o e t a n d r e a d e r a r e two 
m o m e n t s o f a s ing le reali ty. A l t e r n a t i n g in a m a n n e r t ha t m a y 
apt ly b e ca l l ed cyclical, their r o t a t i o n e n g e n d e r s the s o a r k : poe t ry . 
( P a z , O c t a v i o , T h e "Rovv a n d t h e 1 , y r e U n i v e r s i t y o f t exas P r e s s , 
A u s t i n , 1967 , pg . 2 8 ) . 
Knowledge of the world, of others and of self is determined by-
language. Language is the pre-condition for the act of becoming 
aware of oneself as a distinct entity. 
Between the retina and world is inserted a screen of signs, a screen 
consisting of all the multiple discourses on vision built into the social 
arena. 
(pause) 
Man is a being of words, and vice versa...so, at one extreme, the 
reality that words cannot express; at the^ other; the reality of man 
which can only be expressed with words. 
T h e s u p e r n a t u r a l m a n i f e s t s itself, f irst o f all, a s a s e n s a t i o n of 
rad ica l s t r a n g e n e s s . A n d that s t r a n g e n e s s in terdic ts rea l i ty and 
ex i s t ence itself, at the very m o m e n t w h e n it a f f i rms them in their 
m o s t c o m m o n - p l a c e a n d p a l p a b l e e x p r e s s i o n s . . . E v e r y t h i n g is real 
a n d u n r e a l . R i t e s a n d r e l i g i o u s c e r e m o n i e s e m p h a s i z e this 
a m b i g u i t y . (Paz . , pg . I l l ) 
E v e r y t h i n g h a p p e n s in a c o m m o n , o r d i n a r y way, f requen t ly in 
a way tha t w o u n d s us by its a g g r e s s i v e vu lgar i ty , a n d at the s a m e 
t ime , every th ing is ano in t ed . T h e b e l i e v e r is and is not in this 
wor ld . T h i s world is and is not real . ( P a z . , pg . 111) . 
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I N T R O D U C T I O N 
T H I S WORK B E G I N S BY RECOGNIZING THE POSIT ION OF THE PARTICIPANT AS reader/viewer W I T H I N 
CONTEMPORARY SOCIETY. I N a CL IMATE OF THEORETICAL CRITICISM B A S E D O N THE N O T I O N OF 
LANGUAGE, THE SUBJECT; THE PARTICIPANT; THE B O D Y HAVE ALL B E E N REDUCED TO THE POSIT ION 
OF reader/viewer. M E A N I N G IS EXPRESSED I N TERMS OF SHARED PRE-EXISTING CATEGORIES, I E . a 
SYSTEM OF CODES, A SYSTEM OF SIGNS, I E . LANGUAGE. E V E N THE " S E L F , B E C A U S E IT M U S T B E 
EXPRESSED THROUGH S E M I O T I C UNITS, CAN B E THOUGHT OF AS A CONVENTIONAL CONSTRUCT - A 
FUNCTION OF THE CODES THAT, GROUND IT. B O T H STRUCTURALISM A N D POST-STRUCTURALISM, 
CURRENT STRATEGIES OF CRITICISM, E M P H A S I Z E THIS NOTION OF LANGUAGE D E T E R M I N I S M , J 
JAQUES L A C A N STATES THAT THE M E D I A T O R B E T W E E N SUBJECT A N D OBJECT IS A CULTURAL SYSTEM 
OF SIGNS. 
O R I N OTHER WORDS, THE SUBJECT IS D E F I N E D BY LANGUAGE. T H I S IS NOT TO SAY THAT LANGUAGE 
IS NOT DEFINED BY THE SUBJECT. W E ALL H A V E TO REPRESENT OURSELVES I N LANGUAGE A N D 
ALTHOUGH STRUCTURALIST THEORY I M P L I E S THAT THE A U T O N O M O U S SUBJECT DISAPPEARS INTO THE 
A N O N Y M O U S OPERATIONS OF LANGUAGE, THE SUBJECT CANNOT TRUEIY DISSOLVE AS H E / S H E R E M A I N S 
NECESSARY AS "READER" AND WRITER OR, TO STATE I N E C O N O M I C TERMS, M A K E R A N D CONSUMER. 
H A V I N G ESTABLISHED THE SUBJECT AS reader/viewer, IT IS I M P O R T A N T TO ESTABLISH ITS 
RELATIONSHIP TO THE OBJECT. T H E OBJECT IS WHAT APPEARS TO THE SUBJECT AT THE E N D OF A 
VIEW-FINDER. T H E VIEWFINDER CREATES A K I N D OF TUNNEL V I S I O N I N W H I C H ALL THE SURROUNDING 
FIELD IS SCREENED OUT. O N L Y THAT W H I C H A P P E A R S W I T H I N THE F R A M I N G APPARATUS; 
PERSPECTIVE; FIELD OF V I S I O N ; PICTURE FRAME, EXISTS. T H E V IEWER O N O N E SIDE, THE OBJECT O N 
THE OTHER. T H E OTHER VIEWS W H I C H PASS OUT FROM THE OBJECT ( T H E U N N A M A B L E , THE 
U N S P E A K A B L E ) TO ALL THOSE UNCOUNTABLE PLACES WHERE THE V IEWER IS NOT ARE LOST AS THE 
T h e p o e t i c is not in m a n l ike s o m e t h i n g given, nor d o e s p o e t i z i n g 
cons i s t in t a k i n g t h e p o e t i c o u t o f u s , a s if it w e r e a m a t t e r o f 
" some th ing" that " s o m e o n e " h a d d e p o s i t e d ins ide us o r w i t h which 
we w e r e b o r n . T h e p o e t ' s c o n s c i o u s n e s s is not a c a v e w h e r e the 
p o e t i c l ies l ike a h i d d e n t r e a s u r e . In the p r e s e n c e o f t h e f u t u r e 
p o e m the p o e t is n a k e d a n d e m p t y of w o r d s . A n t e r i o r t o c r e a t i o n , 
the poe t a s such d o e s no t exis t . N o r a f te r it. H e is a p o e t b e c a u s e 
o f the p o e m . T h e p o e t is a c r e a t i o n o f t he p o e m a s m u c h a s t he 
p o e m is a c r e a t i o n o f the p o e t . ( P a z , , pg . 151 . ) 
An idea of the theatre has been lost. And as long as the theatre limits 
itself to showing us intimate scenes from the lives of a few puppets, 
transforming the public into Peeping Toms, it is no wonder the elite 
abandon it and the great public looks to the movies, the music hall 
or the Cjircus for violent satisfactions, whose intentions do not deceive 
them. 
Afte r c r ea t i on , the p o e t is a l o n e ; n o w it is o t h e r s , the r e a d e r s , w h o 
a re g o i n g to c r e a t e t h e m s e l v e s in r e - c r ea t i ng the p o e m . T h e 
e x p e r i e n c e is r e p e a t e d , b u t in r e v e r s e : the i m a g e o p e n s u p t o the 
r e a d e r a n d s h o w s h im its t r a n s l u c e n t abys s . T h e r e a d e r l eans 
forward a n d p l u n g e s . A n d a s h e falls - o r as he a s c e n d s , a s he 
p e n e t r a t e s the c h a m b e r s o f the i m a g e a n d a b a n d o n s h i m s e l f to 
the flow o f t he p o e m - he b r e a k s away f rom h i m s e l f to e n t e r 
"ano the r h imsel f" p r e v i o u s l y u n k n o w n o r i g n o r e d . T h e r e a d e r , 
like the p o e t , b e c o m e s an i m a g e : s o m e t h i n g that is p r o j e c t e d a n d 
s e p a r a t e s f r o m i tse l f a n d g o e s to t he e n c o u n t e r of the u n n a m a b l e . 
In b o t h c a s e s the p o e t i c is no t s o m e t h i n g that is o u t s i d e , in the 
p o e m , o r i n s ide , in u s , bu t s o m e t h i n g that w e m a k e a n d tha t m a k e s 
us. . . the p o e m d o e s no t m a k e , b u t m a k e s it p o s s i b l e fo r o n e to 
m a k e . A n d the o n e w h o m a k e s is m a n , the c r ea to r . ( P a z , p g . 1 5 1 ) 
S u r r e a l i s m p r e s e n t s i t se l f a s a r a d i c a l a t t e m p t to s u p p r e s s the due l 
be tween s u b j e c t a n d ob jec t , the f o r m a s s u m e d for us by that which 
we call rea l i ty . . .on the o n e h a n d , the wor ld e v a p o r a t e s a n d c h a n g e s 
into an i m a g e o f c o n s c i o u s n e s s ; on the o ther , the c o n s c i o u s n e s s is 
a ref lec t ion o f the work . T h e s u r r e a l i s t a d v e n t u r e is a n a t t a c k on 
the m o d e m w o r l d b e c a u s e it t r ies to s u p p r e s s the q u a r r e l b e t w e e n 
subjec t a n d ob j ec t . (Paz , , p g . 1 5 3 . ) 
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subject remains only reader/viewer. So, as reader/viewers, we read and observe objects 
and, although we are equiped with the capacity to interpret, re- interpret; write, 
re-write; make and re-make objects in hopes of discovering something "new". This 
"new" (the unspeakable, the un-nameable) by its very nature has no language and 
therefore, according to the implications of structuralist theory, can only be 
meaningless. Thus, our imaginations (the residence of the unspeakable) are left inert 
and we passively consume products in a society conducive to lazy readers. The 
readerlviewer is thus a passive anonymous figure that sits silently in the dark, much like 
a theatre audience, a non- participant, a disinterested spectator. This work will attempt 
to re-define, to re-awaken , to transform the reader/viewer to author/voyeur specifically 
through the design of a theatre, which will also require re-thinking as outlined by 
Antonin Artaud in his first manifesto, the "Theatre of Cruelty". 
— — . : . i i 
To transform the subject from reader/viewer to author/voyeur is to expand the field of 
vision; to expand space from the three dimensions which define and confine it; to 
expand space into the realm of the imaginary; to explore other views which pass out 
from the object. In terms of reading, to transform the subject from reader to author is 
to read between the lines. 
This work accepts the position of the participant as readerjviewer\y\\X becomes critical 
of both the humanist and structuralist notion of man. The former places the subject at 
the center of the universe as an authoratative figure while the latter dismantles the 
subject altogether, including the magical and powerful imagination. Instead of denying 
and even destroying the subject, this work attempts to blur the distinctions in the 
subject/object relationship in order to address the "unspeakable" by attempting to 
activiate the power of the imagination. 
At the. point of deterioration which our sensibility has reached, it is 
certairi that we need above all a theatre that wakes us up: nerves and 
heart. 
T h e act o f wr i t ing involves , a s the first m o v e m e n t , a s e p a r a t i n g 
o n e s e l f f r o m the wor ld , s o m e t h i n g l ike th rowing o n e s e l f into the 
vo id ( d i s p l a c i n g the b o d y and m i n d ) . N o w the p o e t is a l o n e . Al l 
that w a s h i s e v e r y d a y w o r l d a n d h i s u s u a l p r o c c u p a t i o n s a m o m e n t 
a g o , d i s a p p e a r s . If the p o e t truly w i s h e s to wr i te a n d not to 
p e r f o r m a v a g u e l i terary c e r e m o n y , his ac t l e a d s h im to b r e a k away 
f rom the w o r l d a n d to in terdic t e v e r y t h i n g - no t e x c l u d i n g himself . 
T h e n t h e r e a r e two p o s s i b i l i t i e s : e v e r y t h i n g c a n turn to v a p o r and 
d i s i n t e g r a t e , l o s e w e i g h t , f loa t , a n d f ina l ly d i s s o l v e ; o r e l s e , 
eve ry th ing c a n c l o s e a n d turn a g g r e s s i v e l y in to an o b j e c t wi thout 
m e a n i n g , m a t t e r that is u n s e i z a b l e a n d i m p e n e t r a b l e t o the light 
of s i gn i f i cance . T h e w o r l d o p e n s : it is a n a b y s s , an i m m e n s e yawn; 
the w o r l d - the t ab l e , the wall , the g o b l e t , the r e m e m b e r e d faces 
- c l o s e s a n d b e c o m e s a wa l l w i t h o u t f i s s u r e s . In b o t h c a s e s , the 
p o e t is left a i o n e , wi thou t a w o r l d to l e a n o n . It is t i m e to c r e a t e 
the w o r l d a n e w a n d to n a m e a g a i n wi th w o r d s that m e n a c i n g 
ex t e rna l vacui ty ; t a b l e t ree , l ips , s t a r s no th ing . B u t the w o r d s have 
e v a p o r a t e d t o o , they t o o have s l i p p e d away . W e a r e s u r r o u n d e d 
b y the s i l e n c e tha t p r e c e d e s t h e w o r d . O r t h e o t h e r s i d e o f s i l ence : 
the s e n s e l e s s and u n t r a n s l a t a b l e m u r m u r , "the s o u n d a n d the 
fury." the p ra t t l e , the n o i s e that d o e s no t s a y anyth ing , that only 
s ays : no th ing . ( P a z , , p g . 1 5 9 ) . 
T h e s p e c t a t o r o c c u p i e s two p l a c e s s i m u l t a n e o u s l y . O n e is the 
i m a g i n a r y ident i f ica t ion o r c l o s u r e wi th the i l lus ion - a s w e s e e , a s 
i f t h e y w e r e u n m e d i a t e d , t h e c o w g r a z i n g a g a i n s t t h e 
h a l l u c i n a t o r y d c p t h o f the s t e r e o s c o p i c a l l y d i s t a n c e d s t r e a m , or 
the b o b b i n g g e s t u r e s o f feed ing g e e s e . T h e s e c o n d p o s i t i o n is a 
c o n n e c t i o n t o t he o p t i c a l m a c h i n e in q u e s t i o n , a n ins i s ten t 
r e m i n d e r o f its p r e s e n c e , o f i t s m e c h a n i s m , o f its f o r m o f 
cons t i t u t i ng p i e c e m e a l the only s e e m i n g l y unif ied s p e c t a c l e . T h i s 
d o u b l e effect , o f b o t h hav ing the e x p e r i e n c e a n d w a t c h i n g o n e s e l f 
have it f r o m o u t s i d e , c h a r a c t e r i z e d the l a t e n ine t een th -cen tu ry 
f a sc ina t ion with the s p e c t a c l e in which t h e r e w a s p r o d u c e d a s e n s e 
of b e i n g c a p t u r e d no t s o m u c h b y the v i s u a l i t se l f a s by wha t one 
cou ld call the visual i ty-effect . ( K r a u s s , R o s a l i n d , " T h e I m u l s e to 
S e e " , V i s i o n a n d Vi sna l i t y pg . 58 . ) 
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I n o r d e r t o e n g a g e t h e i m a g i n a t i o n a s r e a d e r s i n t h i s w o r l d o f o b j e c t s w e m u s t b e 
i m p l i c a t e d i n t h e w o r k i e . d i s p l a c e d b o t h m e n t a l l y a n d p h y s i c a l l y . T h e t h e a t r e h a s t h e 
p o t e n t i a l t o i m p l i c a t e i t s a u d i e n c e , a c o n d i t i o n A r t a u d s t u d i e d i n h i s m a n i f e s t o . 
I f r e a d e r a n d t h e a t r e a u d i e n c e a r e s y n o n y m o u s t h e n r e a d i n g m u s t l o s e i t s s t a t u s a s a 
p a s s i v e c o n s u m p t i o n o f a p r o d u c t t o b e c o m e p e r f o r m a n c e , i e . t h e r e a d e r a n d t e x t m u s t 
a c t i v e l y i n t e r a c t . A n t o n i n A r t a u d s a y s , " e n o u g h o f p e r s o n a l p o e m s , b e n e f i t t i n g t h o s e 
w h o c r e a t e t h e m m u c h m o r e t h a n t h o s e w h o r e a d t h e m " ' 6 T h e r e a d e r s h o u l d b e 
i m p l i c a t e d i n t h e w o r k s u c h t h a t h e / s h e a c t i v e l y i n t e r a c t s w i t h t h e t e x t , " s e t t i n g o f f 
i m a g e s t h a t w i l l s h a k e t h e s u b j e c t t o i t s f o u n d a t i o n s a n d l e a v e a n i n e f f a c e a b l e s c a r . " 
D i s p l a c e m e n t o f t h e r e a d e r i n t i m e a n d s p a c e i s a m e a n s t o t h i s e n d a n d i s a c o n d i t i o n 
t h i s w o r k w i l l a t t e m p t t o e x a m i n e . T h i s d i s p l a c e m e n t i s n e c e s s a r y s i n c e i t b e g i n s t o 
d i s m a n t l e t h e o b s e r v e d reader/viewer s u c h t h a t t h e r e l a t i o n s h i p b e t w e e n s u b j e c t / o b j e c t 
b e c o m e s i n d i s t i n c t . T h i s d i s p l a c e m e n t a n d d i s m a n t l i n g o f t h e reader/viewer s e t s u p a 
c r i s i s s i t u a t i o n , w h i c h , a s i n m o s t , p r e s e n t s a n o p p o r t u n i t y f o r s p e c u l a t i o n a n d d i s c o v e r y , 
i n t h i s c a s e p e r h a p s a n e w r e l a t i o n s h i p b e t w e e n s u b j e c t / o b j e c t a n d a t r a n s f o r m a t i o n o f 
t h e reader/viewer ( p a s s i v e n o n - p a r t i c i p a n t ) i n t o author/voyeur ( a c t i v e , i m p l i c a t e d 
p a r t i c i p a n t ) . T h e i m p l i c a t i o n s o f t h e s e n e w r e l a t i o n s h i p s w i l l b e e x p l o r e d h e r e b o t h 
t h r o u g h t e x t a n d d r a w i n g . 
pause and hold 
T h i s s p e c u l a t o r / w o r k w i l l a d d r e s s t h r e e p r i m a r y q u e s t i o n s w h i c h i n t u r n w i l l a d d r e s s 
t h e s u b j e c t / o b j e c t r e l a t i o n s i p : C a n a s p a c e , l i k e a t e x t o r p i e c e o f a r t , i n s p i r e t h e m i n d 
b y s o m e h o w d i s p l a c i n g t h e b o d y ? C a n a s p a c e d i s t r a c t , d i s p l a c e a n d c o n f u s e t h e m i n d , 
e x p o s i n g t h e v u l n e r a b i l i t y o f t h e b o d y i n s p a c e ? A n d f i n a l l y , c a n t h i s s p a c e t r u e l y b e 
c a l l e d a p h y s i c a l ( m a n i f e s t ) s p a c e o f t h e i m a g i n a t i o n ? 
H o r r o r "takes o u r b r e a t h away", " f r e e z e s o u r b l o o d " , pe t r i f i e s u s . 
S t u p e f a c t i o n b e f o r e the s t r a n g e P r e s e n c e is a b o v e all a s t a t e o f 
s u s p e n d e d a n i m a t i o n , t ha t i s , a n i n t e r r u p t i o n o f t he b r e a t h i n g , 
which is the flow o f life. H o r r o r in te rd ic t s e x i s t e n c e . A n invis ib le 
h a n d k e e p s us in s u s p e n s e : w e a r e n o t h i n g a n d that which 
s u r r o u n d s us is no th ing . T h e u n i v e r s e b e c o m e s an a b y s s a n d t he r e 
is n o t h i n g b e f o r e u s b u t t h a t m o t i o n l e s s P r e s e n c e , which d o e s no t 
ta lk, o r move , o r a f f i rm this o r that , bu t is only p r e s e n t . A n d that 
j u s t b e i n g p resen t e n g e n d e r s the h o r r o r . ( P a z , , pg . 113 . ) 
In the true theatre a play disturbs the senses' repose, frees the repressed unconscious incites a kind of virtual revolt...and imposes on the assembled collectivity an attitude that is both difficult and heroic.8 
The image opens up to the reader and shows him its translucent abyss. The reader leans forward and plunges. And as he falls - or as he ascends, as he penetrates the chambers of the image and abandons himself to the flow of the poem - he breaks away from himself to enter "another himself previously unknown or ignored (or masked). The reader, like the poet, becomes an image: something that is projected and separates from itself and goes to the encounter of the unnamable. In both cases the poetic is not something that is outside, in the poem, or inside, in us, but something that we make and that makes us..jhe poem does not make, but makes it possible for one to make. 
E v e r y rite is a p e r f o r m a n c e . T h e o n e w h o p a r t i c i p a t e s in a 
c e r e m o n y is like an a c t o r w h o p l a y s a pa r t : at the s a m e t ime he is 
a n d is not in his cha rac t e r . T h e s t a g e a l s o p lays a par t , . . . everyth ing 
is a n d is not. ( P a z , pg . I l l ) 
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A written text is performed in the space of the imagination through the act of reading, 
a mnemonic act. A physical space of the imagination within which a written text is 
performed through the act of gesture, is a stage, formally a theatre. A text is 
transformed and begins to embody a new language, a unique language 
halfway between gesture and thought. 
This language of the theatre and the theatre itself are the vehicles for this exploration 
since they have the potential to cast a spell and induce a trance on the body and set the 
mind free. 
It is important here to distinguish between the Structuralist and Post-Structuralist 
notion of "de-centering" the subject versus the suggested notion of "displacing" the 
subject. De-centering the subject is an erasure of the subject altogether. Levi- Strauss, 
a leading Structuralist called the human subject (the centre of being) the "spoilt brae of 
philosophy".9 He suggested that the "ultimate goal of the human sciences is not to 
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constitute man but to dissolve him". This became the slogan of structuralism. The 
notion of displacement, on the other hand, is to disturb the subject, essentially pushing 
him to or over the edge of the abyss so as to actively engage the imagination. 
So, to displace the body in space is not to kill the body in space but to "mask" it. Much 
like the mask in the theatre, both literal and metaphorical, a muse inhabits the body 
and a new persona, a virtual persona, is revealed. The audience participates in the 
illusion, their bodies masked by the darkness of the theatre while the performance in 
front takes them to the presentness of the play: the body is masked and the mind is set 
free. 
To represent this masking of the body other than through darkness is to displace the 
body in space; to transform the reader/viewer into author/voyeur (poet). In the state of 
dreaming our body is at rest, our eyes closed, and we do not perceive the body, it is in 
D e l i r i u m a n d i n s p i r a t i o n were t r a n s f o r m e d in to s y n o n y m s for 
m a d n e s s a n d d i s e a s e . ( P a z . , pg . 1 4 5 ) . 
In madness the totality of soul and body is parceled out: not 
according to elements which constitute that totality metaphysically; 
but according to figures, images which envelope segments of the 
body and ideas of the soul in a kind of absurd unity. Fragments 
which isolate man from himself, but above all, from reality; 
fragments which, by detatching themselves, have formed the unreal 
unity of a hallucination and, by very virtue of this autonomy, impose 
it upon truth^ Madness is no more than the derangement of the 
imagination. 
N o t h i n g c o m e s f r o m no th ing . E v e n if the p o e t c o u l d c r e a t e f r o m 
noth ing , wha t s e n s e w o u l d there b e in t a lk ing a b o u t " invent ing a 
l a n g u a g e " ? L a n g u a g e is, by its ve ry n a t u r e , d i a l o g u e . L a n g u a g e is 
soc ia l a n d a l w a y s i m p l i e s , at l ea s t , two: the o n e w h o s p e a k s a n d 
the o n e w h o h e a r s . T h u s , the w o r d that the p o e t invents - the w o r d 
that, for an ins tan t , that is every ins tan t , h a d e v a p o r a t e d o r b e e n 
c o n c e r t e d in to a n i m p e n e t r a b l e o b j e c t - is the w o r d o f eve ry day . 
( P a z , p g . 1 6 0 ) . 
T h e a t r i c a l p e r f o r m a n c e d e p e n d s u p o n the c o n c r e t e p r e s e n c e o f 
the h u m a n ac to r ; w h e n the a c t o r a p p e a r s b e f o r e the a u d i e n c e , 
b o t h his c h a r a c t e r a n d the s c e n e h e inhab i t s a s s u m e a s t r o n g s e n s e 
o f o b j e c t i v e real i ty . ( L y o n s , pg . 1 3 ) 
Beneath the poetry of the text, there is the actual poetry, without form 
and without text written poetry is worth reading once and then it 
should be destroyed. Let the dead poets make way for others. Then 
we might even come to see that it is our veneration for what has 
already been created, however beautiful and valid it may be that 
petrifies us, deadens our responses, and prevents us from making 
contact vAth that underlying power, call it thought-energy, the life 
force^the determinism of change, lunar menses, or anything you 
like. 
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d a r k n e s s . O u r m i n d i s o p e n a n d w e " s e e " v i s i o n s , o u r d r e a m s . T h e t h e a t r e l i t e r a l l y 
r n i m i c s t h i s s t a t e o f d r e a m i n g i n t h e p e r f o r m a n c e p l a c e . T h e w a k i n g d r e a m p r o p o s e d 
h e r e i n c i t e s a k i n d o f m a d n e s s . T h e i l l u s i o n d o e s n o t e x c l u d e t h e p h y s i c a l b o d y i n s p a c e . 
T h e p h y s i c a l b o d y a n d t h e m i n d m a y p a r t i c i p a t e i n t h e s a m e i l l u s i o n b u t e s s e n t i a l l y t h e y 
a r e s p l i t . T h e m i n d i n t h e r e a l m o f t h e i m a g i n a r y , t h e b o d y , o u t o f d a r k n e s s a n d s t a b i l i t y 
i s i n m o t i o n a n d v u l n e r a b l e i n s p a c e . I n d e e d t h i s d i s s o c i a t i o n b e t w e e n t h e e x t e r n a l 
m o v e m e n t s o f t h e b o d y a n d t h e c o u r s e o f i d e a s d o e s n o t m e a n t h a t t h e u n i t y o f b o d y 
a n d s o u l i s n e c e s s a r i l y d i s s o v l e d , n o r t h a t e a c h r e c o v e r s i t s a u t o n o m y i n m a d n e s s . 
T h e q u e s t i o n h e r e i s h o w t o i n c o r p o r a t e t h i s m a d n e s s i n t h e b u i l d i n g o f a r c h i t e c t u r e . 
T h e m o n s t e r s a n d d e m o n s t h a t i n h a b i t m a d n e s s m u s t a l s o i n h a b i t , a r c h i t e c t u r e . B e l i e f 
i n t h e i m a g i n a r y i s p e r h a p s a f o r m o f m a d n e s s . M a d n e s s i s t h u s b e y o n d i m a g i n a t i o n , 
a n d y e t i t i s p r o f o u n d l y r o o t e d i n i t , f o r i t c o n s i s t s m e r e l y i n a l l o w i n g t h e i m a g e a 
s p o n t a n e o u s v a l u e t o t a l a n d a b s o l u t e t r u t h . . A r c h i t e c t u r e i s n o t n e c e s s a r i l y d i r e c t l y 
r e g i s t e r e d b y t h e s e n s e s b u t b y t h e i m a g i n a t i o n . 
A h a l l u c i n o g e n i c a r c h i t e c t u r e t h a t d u p l i c a t e s t h e c o n d i t i o n s o f d r e a m i n g h a s t h e 
p o w e r n o t t o d e f i n e t h o u g h t s t h r o u g h r e c o g n i t i o n a n d r e m e m b e r i n g , b u t t o c a u s e 
t h i n k i n g t h r o u g h f o r g e t t i n g a n d e r a s i n g . T h i s i s t h e p r e m i s e f o r t h e w o r k o f A r t a u d 
w h o s u g g e s t e d t h a t t h e p r o b l e m o f t h e a t r e i s t h a t t h e p u b l i c i s n o l o n g e r s h o w n a n y t h i n g 
b u t t h e m i r r o r o f i t s e l f . 
T n i n k i n g t h r o u g h f o r g e t t i n g a n d e r a s i n g , i s a t o o l t o i m p l i c a t e t h e r e a d e r i n t h e w o r k 
a n d t o d i s p l a c e h i m i n s p a c e . I n o t h e r w o r d s , t r a n s f o r m t h e r e a d e r t o a u t h o r . 
(pause) -Theatre of Cruelty 
T h e w o r k t h a t f o l l o w s u s e s A n t o n i n A r t a u d ' s " T h e a t r e o f C r u e l t y " a s a m a p ; i t u s e s 
h i s n o r i o n o f t h e d i s p l a c e d b o d y a n d h i s u s e o f l a n g u a g e t o i n f o r m t h e d e s i g n p r o j e c t 
The idea of a play made directly in terms of the stage, encountering 
obstacles of both production and performance, compels the 
discovery of an active language, active and anarchic, a language ij^ 
which the customary limits of feelings and words are trancended. 
This concrete language, intended for the senses and independent of 
speech has first to satisfy the senses, that there is poetry of the senses 
as there is a poetry of language, and that this concrete physical 
language to which I refer is truly theatrical only to the degree that 
the thougjhXs it expresses are beyond the reach of the spoken 
language. 
t h i s t h e s i s p r o p o s e s , i e . a p l a y t h a t m a k e s a p l a c e a n d a p l a c e t h a t m a k e s a p l a y , i e . m i s e 
e n s c e n e a c c o r d i n g t o A r t a u d , 
M i s e e n s c e n e i s a c o n c r e t e l a n g u a g e o f t h e s t a g e : 
T h e u n s a i d i s o f t e n m o r e p o w e r f u l , m o r e m e a n i n g f u l t h a n t h e s a i d . T h e u n s p o k e n l i v e s 
i n t h e i m a g i n a t i o n o f t h e s u b j e c t ( r e a d e r ) a n d c a n b e m a d e m a n i f e s t b y p o e t r y i n s p a c e . 
P o e t r y i n s p a c e p r o d u c e s s o m e t h i n g o b j e c t i v e l y f r o m t h e f a c e o f i t s a c t i v e p r e s e n c e o n 
s t a g e , i . e . " i f a s o u n d h a s i t s e q u i v a l e n t i n a g e s t u r e a n d , i n s t e a d o f s e r v i n g a s a 
d e c o r a t i o n , a n a c c o m p a n i m e n t o f a t h o u g h t , i n s t e a d c a u s e s i t s m o v e m e n t , d i r e c t s i t , 
d e s t r o y s i t , o r c h a n g e s i t c o m p l e t e l y . " 1 6 T h i s v e r y d i f f i c u l t a n d c o m p l e x p o e t r y a s s u m e s 
m a n y a s p e c t s : e s p e c i a l l y t h e a s p e c t s o f a l l t h e m e a n s o f e x p r e s s i o n u t i l i z a b l e o n t h e 
s t a g e , s u c h a s m u s i c , d a n c e , p l a s t i c a r t , p a n t o m i m e , m i m i c r y , g e s t i c u l a t i o n , i n t o n a t i o n , 
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a r c h i t e c t u r e , l i g h t i n g , a n d s c e n e r y . E a c h o f t h e s e m e a n s h a s i t s o w n i n t r i n s i c p o e t r y , 
a n d a k i n d o f i r o n i c p o e t r y a s w e l l , r e s u l t i n g f r o m t h e w a y i t c o m b i n e s w i t h t h e o t h e r 
m e a n s o f e x p r e s s i o n ; a n d t h e c o n s e q u e n c e s o f t h e s e c o m b i n a t i o n s , o f t h e i r r e a c t i o n s 
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a n d t h e i r r e c i p r o c a l d e s t r u c t i o n s c a n e a s i l y b e p e r c e i v e d . 
A r t a u d ' s n o t i o n o f m a s s s p e c t a c l e i n h i s T h e a t r e o f C r u e l t y a l i g n s i t s e l f w i t h t h e 
n o t i o n o f d i s p l a c e d b o d y a n d i t i s a l s o u s e d a s a s t r a t e g y i n t h i s p r o p o s e d p r o j e c t . T h e 
T h e a t r e o f C r u e l t y i s a t h e a t r e " i n w h i c h v i o l e n t p h y s i c a l i m a g e s c r u s h a n d h y p n o t i z e 
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t h e s e n s i b i l i t y o f t h e s p e c t a t o r s e i z e d b y t h e t h e a t r e a s b y a w h i r l w i n d o f h i g h e r f o r c e s . " 
A n d t h e p u b l i c w i l l b e l i e v e i n t h e t h e a t r e ' s d r e a m s o n c o n d i t i o n t h a t i t t a k e t h e m f o r 
t r u e d r e a m s a n d n o t f o r a s e r v i l e c o p y o f r e a l i t y ; o n c o n d i t i o n t h a t t h e y a l l o w t h e p u b l i c 
t o l i b e r a t e w i t h i n i t s e l f t h e m a g i c a l l i b e r t i e s o f d r e a m s w h i c h i t c a n o n l y r e c o g n i z e w h e n 
20 
t h e y a r e i m p r i n t e d w i t h t e r r o r a n d c r u e l t y ' A g a i n , a n i n d u c e d m a d n e s s w h i c h i n i t s e l f 
d i s p l a c e s t h e " n o r m a l " t h i n k i n g a n d l i v i n g b o d y , n o t o n l y f o r t h e d u r a t i o n o f t h e p l a y , 
b u t a f r a g m e n t o f t h e r e a d e r i s f o r e v e r t r a n s f o r m e d . . . s c a r r e d . 
( P A U S E ) - Play of Place of Play 
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P l a y o f P l a c e o f P l a y IS A TRANSFORMATION. U S I N G THE LITERARY STRUCTURE OF ITALO 
CALVINO'S TF ON A W I N T E R ' S N I G H T A TRAVELER ( A LITERARY LABYRINTH OF ENDLESS M U T A T I O N S ) 
TO TRANSFORM ALBERTO G I A C O M E T T I ' S "PALACE AT 4 A . M . " INTO A THEATRE OF I M A G I N A T I O N , THE 
WORK HOPES TO REVEAL THAT ARCHITECTURE, LIKE A TEXT, CAN TAKE THE reader/viewer I N A N D OUT 
OF REALITY; A THEATRE THAT, LIKE A PLAY, DISPLACES THE reader/viewer I N SPACE A N D T I M E b y 
DISTURBING THE B O D Y (D ISMANTL ING THE CONVENTIONAL) A N D P R O V O K I N G THE M I N D ( I M P L Y I N G 
THE U N S E E N A N D U N S A I D ) . 
T W O DISTINCT M E T H O D S OF ( I N D U C E D ) D ISPLACEMENT WILL B E EXPLORED I N THIS 
TRANSFORMATION; D I S P L A C E M E N T OF THE READER THROUGH T H E ACL OF R E A D I N G ; A N D 
D ISPLACEMENT OF THE BODY I N SPACE. 
[ 1 ] 
T H E TWO ORIGINAL CONSTRUCTIONS B Y C A L V I N O A N D G I A C O M E T T I M E R G E TO F O R M A H Y B R I D I N 
THE FORM OF BOTH M O D E L A N D TEXT. T H R O U G H THE ACT OF M E M O R Y A N D THE ACT OF FORGETTING, 
THE CHARACTERS F R O M CALVINO'S C O M P L E X NARRATIVE M A Z E A N D G I A C O M E T T I ' S ETHEREAL PALACE 
ARE USED TO I N F O R M THIS CONSTRUCTION, AS, OBVIOUSLY, DO MATERIALS. 
A PLAY HAS B E E N WRITTEN I N THE F O R M OF A SCRIPT DURING THE PROCESS OF CONSTRUCTION as 
THE M O D E L SERVED AS STAGE SET. I N F O R M I N G THE READER OF THE PLAY I N THE M A R G I N S ARE 
FRAGMENTS FROM THE ORIGINAL CONSTRUCTIONS OF C A L V I N O A N D G I A C O M E T T I ; QUOTES, PLOT 
ANALYSIS, DRAWINGS A N D PHOTOS. T H E READER THEN B E C O M E S THE AUTHOR AS THE FORMAT 
REVEALS THE PROCESS OF DESIGN; THE READER IS LOCATED B E T W E E N THE WORK A N D THE M A R G I N . 
SILENCE CAN ALSO B E CONSIDERED A K I N D OF SPEECH A N D I N THIS CASE: SILENCE IS S Y N O N Y M O U S 
WITH THE GAP B E T W E E N THE WORK A N D THE MARGINAL FRAGMENTS. T H E READER, I N THE G A P , IS 
DISPLACED FROM BOTH A N D IS THEREFORE FORCED TO "CONNECT" - TO I M A G I N E . 
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[2] 
IT IS DURING THIS SECOND M E T H O D OF DISPLACEMENT THAT THE VULNERABILITY OF THE B O D Y I N 
SPACE IS EXPLORED. I T DEALS W I T H THE NOTION OF M A P P I N G , I .E. M A P P I N G THE TRADITIONAL 
PROGRAM OF THE THEATRE AS B U I L D I N G TYPE ONTO THE STAGE SET. T H E SIGNIFICANCE OF THE 
"PALACE" IS M A N I P U L A T E D ; IT CAN AT ANY POINT B E THE STAGE, THE AUDIENCE, THE B A C K STAGE 
ETC. 
T H I S SECOND TRANSFORMATION B E C O M E S THE THEATRE W H I C H HOUSES THE STAGE FOR THE 
ORIGINAL STAGE SET DEVELOPED I N THE PRIMARY M E T H O D OF OPERATION. IT IS HERE THAT THE 
B O D Y IS D ISPLACED. . . IS THE READER A N ACTOR I N A PLAY OR A SPECTATOR I N A THEATRE ABOUT TO 
WATCH A PLAY? W H O IS THE READER A N D WHAT IS HIS/HER ROLE? 
pause 
T H E GOAL OF THE WORK IS TO CONTRIBUTE TO A CONTEMPORARY THEORY OF ARCHITECTURE BASED 
O N THE N O T I O N OF D ISPLACEMENT ( D I S P L A C E M E N T BECAUSE IT SUBVERTS THE reader/viewer 
D I L E M M A ) . T H I S THEORY OF ARCHITECTURE DOES NOT IGNORE A N D THUS ULTIMATELY KILL THE B O D Y 
I N SPACE B U T DISPLACES IT, DISTURBS IT I N ORDER TO ENCOURAGE ACTIVE ENGAGEMENT OF THE WORK 
O N A N I M A G I N A R Y LEVEL. I F THE "THING" DISMISSES THE B O D Y , THE M I N D M A Y NOT ENGAGE IT AT 
ALL. A N ARCHITECTURE HOWEVER, THAT SETS U P A D I S P L A C E M E N T I N THE SUBJECT/OBJECT 
RELATIONSHIP AS A N EVOCOTIVE D E V I C E TO ENGAGE THE WORK A N D PARTICIPATE W I T H I N IT BOTH 
PHYSICALLY A N D MENTALLY, CAN TRUELY B E CALLED A SPACE OF THE I M A G I N A T I O N . 
CURRENTLY I N FIELD OF ARCHITECTURE THERE IS GENERALLY A PASSIVE ATTITUDE TOWARDS THE 
BUILD ING A N D PRACTICE OF ARCHITECTURE. M Y S T I C I S M A N D M A G I C , THEORETICAL BASES OF WORK 
I N THE PAST, ARE N O LONGER ISSUES THAT INSPIRE THE POST M O D E R N PRACTICING ARCHITECT. I N A 
SOCIETY THAT E M B R A C E S A CAPITALIST CONSUMER E C O N O M I C M O D E L , M O N E Y IS THE INSPIRATION 
OF MOST - "WHAT IS THE CHEAPEST W A Y I CAN M A K E THE M O S T M O N E Y ? " T H E ARCHITECTURAL 
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OBJECT SUFFERS I N RESPONSE TO THIS QUESTION.. .PASSIVITY ALSO RESULTS. T H I S PASSIVE ATTITUDE 
ENGULFS THE CLIENT A N D THE USER GROUP AS WELL AS THE ARCHITECT. A B U I L D I N G IS CONTRACTED, 
DESIGNED A N D BUILT I N A C O M M E R C I A L , POLITICAL A N D E C O N O M I C CLIMATE THAT PERPETUATES 
THIS ATTITUDE A N D SUBSEQUENTLY SUPPRESSES THE I M A G I N A T I V E P O W E R OF ALL PARTIES SINCE IT 
IS ALSO C O N S U M E D . T H E IMPORTANCE A N D GOAL OF THIS WORK IS TO PROVOKE A N D OVERTURN THE 
C O M M O N P L A C E AS D E S C R I B E D A B O V E , T H R O U G H THE N O T I O N S OF D I S P L A C E M E N T A N D 
IMPL ICATION. 
" O N E CAN'T POSSIBLY BELIEVE I N I M P O S S I B L E THINGS" , [SAID A L I C E ] " M Y DEAR, Y O U ARE S I M P L Y 
OUT OF PRACTICE", SAID THE Q U E E N , " W H Y I H A V E B E L I E V E D AS M A N Y AS SIX I M P O S S I B L E THINGS 
BEFORE BREAKFAST." Lewis Carroll - Through the Looking Glass -
T H E PURPOSE A N D GOAL OF THIS WORK IS TO PRACTICE... 
C H A P T E R 2 
T h e a u t h o r w a s an invisible po in t f rom which the b o o k s c o m e , a 
vo id t r ave l ed by g h o s t s - an u n d e r g r o u n d tunnel that pu t o t h e r 
w o r l d s in c o m m u n i c a t i o n . - . ( C a l v i n o , I t a l o , If on a W i n t e r ' s Niph t 
a T r a v e l e r , H a r c o u r t B r a c e J o v a n o v i c h , P u b l i s h e r s , S a n D i e g o , 
C a l i f o r n i a , 1979 , p g . 102) 
I have had the idea of writing a novel composed only of beginnings 
of novels. The protagonist could be a Reader who is continually 
interrupted. The Reader buys the new novel A by the author Z. But 
it is a defective copy, he can't go beyond the beginning... He returns 
to the bookshop to have the volume exchanged... 
I could write it all in the second person: you, Reader...I could also 
introduce a young lady, the Other Reader, and a 
counterfeiter-translator, and an old writer who keeps a diary like this 
diary... 
But I wouldn't want the young lady Reader, in escaping the 
Counterfeiter, to end up in the arms of the Reader. I will see to it 
that the Reader sets out on the trail of the Counterfeiter, hiding in 
some very distant country, so the Writer can remain alone with the 
young lady, the Other Reader. 
To be sure, without a female character, the Reader's journey would 
lose liveliness: he must encounter some other^yoman on his way. 
Perhaps the Other Reader could have a sister. 
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ABOUT THE PLAY 
PLAY of PLACE of Play IS AN ARCHITECTURAL PERFORMANCE IGNITED B Y ITALO C A L V I N O ' S I F ON 
A W I N T E R ' S N I G H T A TRAVELER A N D ALBERTO G I A C O M E T T I ' S "PALACE AT 4 A . M . " 
T H E STRUCTURE OF CALVINO IS VERY DISTINCT. T H E AUTHOR ERASES HIS AUTHORSHIP F R O M THE 
ON SET. A S A READER, YOU ARE I M P L I C A T E D I N THE WORK. Y O U ARE ENGROSSED I N AN 
INESCAPABLE LABYRINTH OF FALSIFICATIONS A N D MYTHIF ICATIONS; STORIES W I T H I N STORIES; 
DIALOGUES W I T H I N DIALOGUES. O N E STORY B E G I N S A N D AT A CRITICAL POINT I N THE NARRATIVE, THE 
CLIMAX, THE STORY IS BROKEN OFF, ERASED A N D ANOTHER BEGINS, REPLACES AND. IS WRITTEN OVER 
THE LAST. C A L V I N O DENIES YOU, READER, A NARRATIVE, H E DENIES Y O U AS WITNESS. Y O U ARE NOT 
ALLOWED TO RECORD PASSIVELY THE WORK AS IT ACTS ITSELF OUT. Y O U H A V E A ROLE AS READER I N 
THE B O O K . Y O U ARE A CHARACTER, READER. Y O U R READING IS NOT ONLY INTERRUPTED F R O M W I T H I N 
THE TEXT BUT ALSO AS READER OUTSIDE THE TEXT. 
pause 
THE PHONE RINGS, YOU HAVE AN APPOINTMENT, ITS TIME FOR A CIGARETTE. 
pause 
Y O U ARE DISPLACED - LOCATED S O M E W H E R E B E T W E E N THE TWO READERS. Y O U ARE BOTH A N D 
NEITHER. Y O U ARE LOCATED O N THE EDGE - THE E D G E OF PRESENCE A N D A B S E N C E . . . B E T W E E N . . . I N 
B E T W E E N - Y O U IDENTIFY YOURSELF WITH THE SLASH; THE SLASH I N THE PRESENCE/ABSENCE DUALITY. 
IT IS THIS CONDIT ION THAT Play of Place of Play ATTEMPTS TO RE-CAPITULATE. 
I F C A L V I N O IS THE LITERARY C O M P O N E N T TO THE IGNIT ION THEN G I A C O M E T T I ' S "PALACE AT 4 
T h e p a l a c e at 4 a m . . . T h i s r ea l ly is an i m a g i n a r y bui ld ing . . . I t s 
cons t ruc t iona l f o u n d a t i o n s a r e sti l l m o r e uncer ta in and r o u g h . It 
l o o k s l ike a g h o s t with a s e m b l a n c e o f u rban real i ty d e v o i d o f 
aes the t i c n e e d s bu t a n i m a t e d b y an a g o n i z i n g thirst for poe t ry . 
F r o m left to right c a n b e g l i m p s e d the f e a t u r e s o f a h o u s e , a t ower 
and o t h e r b o x - l i k e v o l u m e s c o m p r e s s e d on t op o f e a c h o t h c r . 
( P a o l o M e l i s , " G i a c o m e t t i ' s P a l a c e at 4 a.m.", O n m u s M a r c h 
1983,pg . 2 4 ) . 
A s for the o s t e n t a t i o u s t hea t r i ca l m i s e en s c e n e , it only b e a r s ou t 
a n d r e v e a l s that G i a c o m e t t i ' s P a l a c e at 4 a .m. still is a work o f 
g rea t m y s t e r y a n d i m p l i c a t i o n , e s p e c i a l l y fo r a r ch i t e c tu r e . A 
su r r ea l i s t i c c o n s t r u c t i o n - the e x a c t o p p o s i t e o f a r ch i t e c tu r e - in 
fact con f ron t s a r c h i t e c t u r e , by the very link that g o v e r n s a n d 
c o n s o l i d a t e s t he life o f o p p o s i t e s , wi th the m o s t d i s q u i e t i n g f o o d 
for though t . ( M e l i s , p g . 2 6 ) 
The object took shape little by little in the late summer of 1932; it 
revealed itself to me slowly, the various parts talcing their exact form 
and their precise place within the whole. By autumn ii had attained 
such reality that its actual execution in space took no more than one 
day. It is related without any doubt to a period in my life that had 
come to an end ayear before, when for six whole months hour after 
hour was passed in the company of a woman who, concentrating all 
life in herself, magically transformed my every moment. We used to 
construct a fantastic palace at night - days and nights had the same 
color, as if everything happened just before daybreak; throughout 
the whole time I never saw the sun - a very fragile palace made of 
matchsticks. 
I don't know why it came to be inhabited by a spinal column in a 
cage - the spinal column this woman sold me one of the very first 
nights I met her on the street - and by one of the skeleton birds that 
she saw the very night before the morning in which our life together 
collapsed - the skeleton birds that flutter with cries of joy at four 
0 'clock in the morning very high above the pool of clear, green water 
where the extremely fine, white skeletons of fish float in the great 
unroofed hall. 
In the middle there rises the scaffolding of a tower, perhaps 
unfinished or, since its top has collapsed, perhaps also broken. 
On the other side there appeared the statue of a woman, in which I 
recognize my mother, just as she appears in my earliest memories. 
The mystery of her long black dress touching the floor troubled me; 
it seemed to me like apart of her body, and aroused in me a feeling 
of fear and confusion. All the rest has vanished, and escaped my 
attention. This figure stands out agaist the curtain that is repeated 
three times, the very curtain I saw when I opened my eyes for the first 
time... 
1 can't say anything ajp^out the red object in front of the board; I 
identify it with myself. 
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a.m." is the three dimensional sculptural component. It is composed, as the title 
suggests, of a space and a time. 4am is a dream time and the palace is a place with an 
"a" - it is a special magical place - "a large magnificent place, the official residence of 
the king." It, as an object, is located "in between". It is a skeleton located between 
construction and destruction. It is both and it is neither. It is a dreamscape. It identifies 
with the slash in the construction/destruction duality. Each piece is described and 
identified by Giacometti, with the exception of the horizontal glass hanging from the 
house-like element and the cage- like element, it visually cuts the elevation in half in 
all directions. The mystique of the glass remains enigmatic. Is it an inverted window? 
Is it visible or invisible? Giacometti's silence is significant and enhance:, the power of 
the glass' presence/absence, visible/invisible quality. 
pause 
The glass is perhaps a tribute, or mnemonic device to Marcel Duchamp's Large 
Glass? Or perhaps this reader is "reading between the lines'. 
Duchamp "unfinished" the Large Glass in 1922. I use the word "unfinished" as a 
transitive verb because his act was so decisive. Giacometti "unfinished" the "Palace at 
4 a.m." in 1932. Duchamp postulates in the Green Box, the literary component to the 
glass, the formulation: a/b isolates the sign of accordance. It is "a" over "b" or "a" divided 
by "b", or "a" is to "b"? They are all self contained algebraic statements. The sign of 
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accordance, the horizontal line that separates "a" from "b", relates "a" to "b". In 
Giacometti's composition the glass separates visually the fragmented human spinal 
column and the whole skeleton of the bird. It also separates the base, the ground plane 
from the free points in space. It also visually cuts the author/object in the centre of the 
front elevation in half. Does it divide heaven and earth, life from death? I 
T H E SLASH 
T H E A P P A R A T U S 
T H E H O U S E 
T H E T O W E R 
T H E C A G E 
T H E W O M A N 
T H E A U T H O R / O B J E C T , V I C T I M 
T H E SPINAL C O L U M N 
T H E SKELETAL B I R D 
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L I K E D U C H A M P ' S Large Glass, G I A C O M E T T I ' S GLASS IS A SECTION THROUGH T I M E LIKE A 
PHOTOGRAPH IS A SECTION CUT THROUGH T I M E - A CUT THAT PRESERVES A SPATIO-TEMPORAL 
M O M E N T . I T IS ALSO A CUT THROUGH SPACE - A N D IT IS SILENT. W E P O N D E R IT'S SILENCE W H I C H 
SCREAMS AT US. W E ARE AT THIS P O I N T TRANSFORMED FROM READER TO AUTHOR. 
PLAY of PLACE of Play TAKES THIS "SLASH" B E T W E E N SILENCE A N D WORD (SILENCE/WORD, 
PRESENCE/ABSENCE, READER/VIEWER, AUTHOR/VOYEUR) AS THE P R O G R A M TO THE WORK. T H E SLASH 
B E T W E E N WORDS IS NEITHER VERTICLE NOR HORIZONTAL, IT LIES S O M E W H E R E I N B E T W E E N . I T 
M E D I A T E S B E T W E E N THE TWO. I T IS AN OBJECT THAT BOTH MASKS A N D REVEALS. T H E PLAY IS ABOUT 
DISPLACEMENT. I T IS ABOUT A PLACE THAT IS NEITHER HERE NOR THERE - IT IS ABOUT THE " I N 
BETWEEN" , THE EDGE OF THE ABYSS W H I C H ENGAGES THE I M A G I N A T I O N . 
pause 
T H E PLAY IS A T R A G I - D R A M I - C O M E D Y . T H E R E ARE EIGHT A N I M A T E COMPONENTS, THREE ARE 
H U M A N A N D O N E I N A N I M A T E OBJECT, THE APPARATUS FROM W H I C H THE SLASH IS HUNG. A L L THE 
CHARACTERS A N D OBJECTS I N THE PLAY ARE TAKEN DIRECTLY F R O M G I A C O M E T T I ' S "PALACE AT 4 
A . M . " . 
E A C H SCENE IS SEPARATE - A DISTINCT PLAY. E A C H IS INTERRUPTED I N THE SPIRIT OF C A L V I N O . 
E A C H IS ERASED, REPLACED A N D OVER WRITTEN. Play OF Place OF Play IS A "D IS-PLAY" . I T IS 
PLAYS W I T H I N PLAYS W I T H I N PLAYS. T H E T H E M E I N EACH IS D I S P L A C E M E N T ( D I S - P L A Y S - M E N T ) . 
TRACES OF EACH ARE DISPLAYED O N THE SCREEN/"SLASH". T H E READER, ( Y O U ) M U S T PLACE (PLAYS) 
YOURSELF B E T W E E N READING A N D I M A G I N I N G THE PLACES DESCRIBED. Y O U ARE V I C T I M , WITNESS, 
VOYEUR A N D AUTHOR (OF YOUR O W N I M A G I N A T I O N ) . 
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T H E SLASH IS THE MECHANICAL DEVICE AT CENTER STAGE W H I C H TRANSFORMS THE OBJECTS OF 
THE "PALACE AT 4 A . M . " ( IT IS ITSELF A TRANSFORMATION OF THE HORIZONTAL HANGING U N S P O K E N 
GLASS OF THE P A L A C E ) . IT GUIDES, M A K E S , A N D ERASES FIGMENTS A N D FRAGMENTS OF OBJECTS; 
OBJECTS W H I C H ARE OUTSIDE THE FIELD OF V I S I O N ; OUTSIDE THE P R O C E N I U M . T H E OBJECTS ARE 
U N S E E N A N D U N N A M E A B L E J T H E Y ARE ABSENT BUT THEIR PRESENCE IS PERCEIVED. T H E PLAYERS 
ALLUDE TO T H E M . 
pause 
T H E S L A S H 
T H E SLASH IS THE SIGN OF THE WORK A N D IS SIGNIFIED I N THE WORK B Y THE "SCREEN". I T IS A 
DEVICE, OR TO USE A DILLER SCOFIDIO TERM, A " H I N G E " 2 4 U P O N W H I C H THE WORK REVOLVES. T H E 
CONTEMPLATION OF THAT LINE IS THE V O I D , THE GAP, THE " I N B E T W E E N " . I T IS THE PLACE OF 
CONTEMPLATION A N D I M A G I N A T I O N . I T IS A MECHANICAL DEVICE THAT IS M A N I P U L A T E D B Y B O D I E S . 
IT IS A SCREEN THAT BOTH MASKS A N D REVEALS. IT COLLECTS A N D DISPLAYS DUST A N D PARTICLES 
FROM THE GROUND A N D AIR. IT IS A M E M O R Y DEVICE. I T ROTATES, PIVOTS, A N D TURNS. I T HAS FOUR 
CONFINGURATIONS. I T IS FOREGROUND A N D BACKGROUND. 
T H E A P P A R A T U S 
IT IS A STATIONARY FORM THAT SUPPORTS THE "SLASH". IT IS M I N I M A L A N D INDISCRETE. I T IS AN 
INVERTED P R O C E N I U M , I E . IT IS LOCATED B E H I N D THE ACTION INSTEAD OF INFRONT. 
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T H E H O U S E 
T H E HOUSE IS A COLLAPSING HOUSE. W H E N I N USE IT HAS SPACE W H E N N O O N E IS H O M E IT FOLDS 
I N O N ITSELF, IT CLOSES, L IKE A M E C H A N I Z E D GARAGE DOOR. 
IT DENIES HISTORY. 
IT IS BOTH PLACE A N D DIS-PLACE, NON-PLACE, I M - P L A C E , UN-PLACE. 
I T I S THE SUBJECT A N D OBJECT OF DESTRUCTION. I T DESTROYS ITSELF (SUBJECT) A N D THROUGH ITS 
DESTRUCTION IT DESTROYS HISTORY (OBJECT). 
T H E T O W E R 
SEXUAL APPARATUS 
PHALLIC SYMBOL WHOSE FOOTPRINT IS TAKEN FROM SHADOWS OF THE PALACE AT 4 A M . PARTS OF IT 
STAND ERECT, OTHERS ARE ONLY I N SHADOW. 
T H E C A G E 
T H E E L E M E N T OF CONFINEMENT. I T IS A PHYSICAL A N D MENTAL OBJECT. 
T H E W O M A N 
FLUCTUATING CHARACTER. C H A N G E S CHARACTER ARBITRARILY W I T H E THE SPINAL C O L U M N AT ANY 
POINT I N T I M E THROUGH B O D Y LANGUAGE A N D A SLIDING M A S K APPARATUS, INTERCHANGEABLE 
THROUGH B O D Y PART E M P H A S I S 
A CULT PRIESTESS 
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Subject and object of religion and desire. 
She governs the sexual apparatus, the tower, her object of desire. 
THE AUTHOR/OBJECT, VICTIM 
Psychotic - Victim of his own fears. 
He is always seen in shadow if at all. 
All voices belong to him regardless of sex. 
He is both victim and perpetrator. 
He is subject and object of insanity. 
THE SPINAL COLUMN 
Fluctuating character. Changes character arbitrarily with the woman at any point in 
time. 
Represented through its absence, ie. a spineless person. Synonyms for spineless are 
invertibrate, emasculate and impotent. The invertibrate is an exoskeleton, an 
automatron. His quest occurs in the sexual apparatus, the tower, his object of desire. 
THE SKELETAL BIRD 
The mystery element. It is only implied. 
T H E P R O G R A M 
S C E N E 1 : (the making) 
V O I C E S T H A T D O N O T I N T E R S E C T 
S C E N E 2: (the drawing) 
D I V I D E D B Y S I L E N C E 
S C E N E 3 (theprojection) 
O N O P A Q U E W A L L S 
S C E N E 4: (the reading) 
W I T H O N L Y A T R A C E 
S C E N E 5 : (the dis - play) 
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Lights dim out to total blackness... 
SCENE 1 - Making...(the slash) 
It's 4, four am [ante maridiem] not a normal time for building but an ideal one for . fantasizing on houses and palaces and dreaming of labyrinthine and impossible constructions. 
There are no boundaries just blank, empty space that must be carved. 
Lights are on but dimmed 
Silence - hold 
Sound of chainsaw starting - abruptly (loud and echoing) 
Figure walks to centre stage and proceeds to cut an "x", a cross in the floor. Wood chips 
shower the figure and ground. Figure turns saw off and walks out of view Light flashes quickly from scar left in ground Three hands enter, one holding a cigarette (figures dressed in black with white gloves) They proceed to build a metal frame (no sound except the sound of making) 
White diaphragm panels are hung in place on the frame 
Hands clap - cigarette is thrown in front of screen 
Hands leave from view. 
1 9 






The scene begins in total blackness - aprofound and frightful darkness 
Hold for some time 
Suddenly, sound of door slamming. In an instant the sound of two turnings of a key note to reader: you are locked in and deprived of your liberty while seated in a tomb, among shadows Behind the screen, in shadow, two figures are seated at opposite ends of a table, one writes, the other reads aloud 
Victim: I SEE A N D HEAR THINGS THEY TELL M E 
ARE NOT THERE, BUT THAT I K N O W ARE; 
A N D I ' M TERRIFIED. T H E Y SAY I ' M 
M A D . . . B U T I K N O W DIFFERENT. 
Victim: T H I S RECURRING D R E A M AILS M E AT ALL 
HOURS. T H E Y CALL IT A D R E A M BUT I 
K N O W DIFFERENT. Y O U RIP THE 
THOUGHTS F R O M B Y HEAD A N D 
C O N S U M E T H E M FERVOROUSLY UNTIL 
M Y M I N D IS NULL. I HAVE B E E N 
ERASED, P R U N E D F R O M EXISTENCE, 
SWALLOWED B Y A V A C U U M E . 
Victim: A R E Y O U E V E N LISTENING? 
Voice 1: Y O U ARE JUST B E T W E E N PLACES. Voice 2: Y O U ARE I N TRANSITION. 
INSTRUCTIONS WILL B E GIVEN. N E W 
THOUGHTS WILL ARRIVE - STEP ASIDE 
A N D W A I T YOUR TURN. 
Voice 1: Y O U ARE JUST B E T W E E N PLACES. 
V O I C E S T H A T I N T E R S E C T - (THE CAGE) 
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pause a very strange shadow comes into view here and very slowly, hardly noticably encroaches upon the victim Victim: N O W . . . I ONLY SEE SHADOWS. T H E Y 
SUBSTITUTE FOR THE OPAQUENESS OF 
M Y WALLS, THE VERY VAGUENESS OF 
THEIR D E P T H . T H E OUTSIDE IS N O 
LONGER THERE - THEY DESTROY THE 
FAMILIAR IMPRESSIONS I ONCE H A D OF 
M Y R O O M , THE VERY PLACE I H A D 
CURSED AS M Y PRISON HAS TURNED IT'S 
P L A N E S ' FACE. N O W I N O LONGER 
RECOGNIZE IT, A N D I FEEL QUITE UNEASY 
I N IT, AS I N A R O O M I N S O M E WAY- S IDE 
HOTEL, I N A PLACE WHERE I HAD JUST 
A R R I V E D B Y T R A I N FOR T H E FIRST 
TIME. . .ONLY DIFFERENT. . . I 'M WAITING. 
Voice 2: A R E Y O U READING OR D A Y D R E A M I N G ? Voice 3 : R E A D I N G IS ALWAYS THIS: T H E R E IS A 
THING THAT IS THERE, A THING M A D E OF 
WRITING, A SOLID, MATERIAL OBJECT, 
W H I C H CANNOT B E C H A N G E D , A N D 
THROUGH THIS THING Y O U M E A S U R E 
YOURSELF AGAINST S O M E T H I N G ELSE 
THAT IS NOT PRESENT, S O M E T H I N G ELSE 
THAT BELONGS TO THE I M M A T E R I A L , 
INVISIBLE WORLD, BECAUSE IT CAN ONLY 
B E THOUGHT, I M A G I N E D , OR BECAUSE IT 
WAS ONCE A N D IS NO LONGER, PAST, 
LOST, UNATTAINABLE, I N THE LAND OF THE 
DEAD. . . 
Voice 2: T H E SHADOWS OF W H I C H YOU SEE. Victim: Y E S , THEY HAUNT M E , THEY OVER TAKE 
M Y PRESENCE AND ENGULF M E I N A 
T O M B - L I K E DARKNESS OF W H I C H THERE 
IS N O ESCAPE. 
figure 1: Stage Configuration 1 
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shadow hoovers over the victim, he takes his book and hides under the table for protection. 
Voice 1: You are just between places. 
voice 1 repeats this stanza every time voice 2 speaks, voice 2 repeats this stanza every time voice 3 speaks. Voice 2: You see four black swatches above 
you with a network of thin 
string-like lines intersecting 
between. Victim: Yes, I see them. Lines, they are only 
lines. Many lines intersecting, or 
seemingly so. 
shadow descends upon and through the table, (monotone) All voices speak at once 
repeatedly. Victim yells in order to be heard. Voice 3: You see it moving towards you. 
Reaching for you. It threatens your 
body. The lines begin to cut 
through the table as if it weren't 
there. 
shadow begins to slowly fill the screen 
Victim:Yes, I see it. I hear my heart 
pounding as if the organ were in my 
head. It's like a train vibrating and 
ripping through the corpusles to by 
brain. These lines have become 
planes and planes, solids, heavy, 
sharp...A skeletal body invading my 
space, my room. It's scepter cuts my 
flesh and it sucks the breath from my 
lips. The planes, the faceless cold 
planes like the black oval face of the 
hooded" death".!! 
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(note to reader: do you find your eyes rushing back and forth across the page? faster, faster...) 
Voice 2: You see corridors (repeat) Victim: It is so vast. Yes, I see, innumerable 
passages,corridors, tortuous paths 
and blind alleys - what is this place? 
Can you hear me? Can you hear 
me? 
voices still repeating their last line. 
Voice 3: You read therefore it writes. 
all voices stop abruptly figure walks in and takes the writer's pulse and temperature. 
Victim:(whispers) They call it a dream. 
Victim .-(whispers) But I know different. 
figure leaves the screen voices begin speaking and repeating their last spoken line together. Victim: (excitedly) My hand look at my 
hand...its gone. I can't see it, I 
can't feel it, I can't smell it, I can't 
hear it,...I can't even taste it! Its 
gone. 






Voice 2: Are you even listening or are you 
daydreaming? 
Voice 3 : Listening to someone read aloud 
is very drffierent from reading in 
silence. When you read, you can 
stop or skip sentences: you are 
the one who sets the pace. When 
someone else is reading, it is 
difficult to make your attention 
coincide with the tempo of his 
reading: the voice goes either too 
fast or too slow 
Victim: (frustrated) I'm not listening, I'm 
readin2... 
Writer throws back his chair. Voices stop abruptly, light fixture falls on the stage in front 
of screen destroying the shadows... 
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S C E N E 2 - T H E D R A W I N G 
Feminine entity appears on stage with a piece of charcoal and a 
kneeded eraser. Whether man or woman remains a mystery since 
only the face and hands are visible...the entity is bodiless. But it is 
a fact that this entity is more feminine than masculine...actions, 
motions and body language speak louder than words and specific 
body part... (in this case). 
It begins to draw the shadow of the cage which has just abruptly 
left the screen, on the screen...the middle two panels of the slash 
to be exact. 
pause 
addressing the audience 
VOICE (feminine) D O E S A N Y 
B O D Y . . . P A U S E . . . A N Y " B O D Y " H A V E A 
CIGARETTE? 
VOICE (feminine) D O Y O U ? . . . P A U S E . . . N O I 
DON'T W A N T O N E , I ' M DRAWING RIGHT 
N O W . . . I ' M TRYING TO QUIT... 
the partial body takes the cigarette from you, whichyou then proceed 
to light for ''her" 
VOICE (feminine) W E L L . . . O . K . THANK YOU 
DON'T M I N D IF I DO. 
"she continues to draw...humming softly but audibly to herself. 
music begins to play... music from the soundtrack to Mishima by 
philip glass...she begins to hum to that...her drawing is dictated by 
the rhythm and repeatative nature of the music, she draws the 
same lines over and over on top of each other repeatedly as if 
hypnotized by the music... 
the hand stops drawing the other hand lifts the cigarette to the lips 
and the lips gently pull the smoke from the body of the firestick. 




Figure 2: Stage Configuration 2 
VOICE (masculine) Do you have 
permission to use the music of such 
a genius in this 
performance?..(.pause)...It's from 
a sound track you know...you do 
know don't you? 
silence hold 5 seconds 
music gets louder - the hand continues to draw, only this time with a different action - body language is more masculine than feminine 
sound of hammering, sawing, drilling, dropping in the back 
ground... 
music gets louder enter scene shifters...pairs of hands which begin to release the slash for motion...they begin to make the make shift... 
sound of making is heard behind the slash, 
music gets louder then fades in a 10 sec frame 
VOICE (masculine) (as if in response) oh, 
my foot, I bet you didn't even 
check the copy right 
laws...pause...call Kinko's and get 
the o.k. would you... 
voice sings with music..very repetative.
voic  stops humming and addresses his/her drawing 
pause VOICE (feminine) This is a place...a special place...That intellectual space, 
psychic interplay, and silence 
solidified by thought which exists 
between the members of a written 
phrase is here, in the scenic space, 
traced between the members, the 
air, and the perspectives of a 
certain number of shouts colours 
and movements... 
music gets very loud, face gets very agitated at the drawing...hand 
drops the eraser. 
music fades to background, noise 
one of the scene shifters picks it up 
the hands and face take the cigarette to you and hands it to 
you...all that is left of it is a burning butt. 
hands and face return to the drawing, they stop in front of 
it...ponder it silently...hands begin erasing the image in an eratic, 
fervorous manner...masculine and feminine join in anger. 
the scene shifters shift the slash as if the hands and face were not 
present, 
hands continue erasing 
the stage is now divided in half...the second configuration 
(place)...for the second play. 
VOICE (feminine) After all this is a maze -
a labyrinth and fibrous interlacings 
of matter...it is a cage which we 
must all eventually 
face...FACE...FACE...FACE... 
VOICE (masculine) These strange games of 
flying hands (gestures to scene shifters) 
like insects in the green air of 
evening, communicate a sort of 
horrible obsession, an inexhaustible 
mental ratiocination, like a mind 
ceaselessly taking its bearings in the 
maze of its unconscious. 
VOICE (masculine) Would some - "body" 
hand me that erasure?... 
VOICE (feminine) Did I say some "hand" 
body me that eraser?...thanks 
anyway... 
VOICE (feminine) thanks anyway 
Figure 2: Stage Configuration 2 
author/object/victim is dressed in black and lit from behind., face and body are seen in shadow - enters stage left. 
objects are located outside the procenium . only shadows are cast and perceived 
VICTIM: It is a figment..without 
dimension (gestures to 
object/shadow on the 
ground) 
pause 
VICTIM: to learn is to assimilate 
pause VOICE 1: many memories...we are 
victims of a subjective 1 
illusion...when I am 
melting I have no hands. 
pause 
walks over to the slash...touches it hand passes through it. VICTIM: I go into a doorway in order 
not to be trampled on. 
Everything is flying away 
from me. In the doorway I 
can gather together the 
pieces of my body...there... 
begins to draw the object of the shadow, (the projection onto the 
screen) 
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D I V I D E D B Y S I L E N C E - (the house, the tower) 
The woman drawing stops, light on hands and face are dimmed 
Stage right isin blackness 
silence - hold lights brighten stage right - woman dressed in black robe - full view center of stage right - lit from above. 
WOMAN: It is an apparition, a ghost 
with infinite direction 
WOMAN: To know is to forget 
she begins to paint (trace) the shadow on the floor 
WOMAN: Amnesia...we are 
perpetrators of an objective 
validity...I have only hands light from above dims...light on hands...figure continues painting, audience sees only the hands of the figure 
light turns on above man - revealing the automatron MAN: We have left the window without fear of vertigo. The wind blows our faces out of the window the implosion of thoughts builds a figmental tower...here... 
gestures to the floor 
begins tracing the shadow with his body 
VICTIM: It is as if something is 
thrown in me, bursts me 
asunder, why do I divide 
myself in different 
pieces... 
VOICE 1: A house of cards...of sticks...I 
had to tread softly past the 
house of cards...a whole 
road of them...thinking of 
falling. 
contorts his body as if afraid of falling VICTIM: Finding the infinite number 
of threads that join me to 
things and beings so that a 
diagram of each moment of 
my life would look like a 
madman's scribble. continues to scribble on screen 
VICTIM: to learn is to assimilate 
VOICE 1: to learn is to assimilate 
VOICE 2: to learn is to assimilate 
the shadow figure stops drawing and places his hand on the screen and holds it there for five seconds 
VICTIM: The threshold - drawing on 
. . the memory of my home... 
man shifts to woman WOMAN: My secret identity is...the 
room is empty and the 
window is open. 
WOMAN: TO KNOW IS TO FORGET. 
pause .. 
MAN: TO KNOW IS TO FORGET. 
pause 
MAN: Drawing on forgetfulness erases words.. 
Figure 2: Stage Configuration 2 
VOICE 1:1 recall my mother by the 
window - the long black 
dress she wore seemed a 
part of her body.(pause) 
my earliest memory. 
It closes in on 
us...memory after 
recollection after... 
VICTIM: The destruction of the house... 
no trace is left...Its folds and 
crevices erase the narratives...my 
body is intact in the folds and 
crevices of this house here, 
(gestures to the drawing). 
pause 
VOICE 2: But its not right... 
VOICE 1: But it is. 
WOMAN: We were born knowing 
how to sleep and some body 
woke us up...and we never 
saw them again, 
an apparition - both present 
and absent - we live in its 
shadow which is all we know. 
IAAN: But its not Right 
WOMAN: Not Right 
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WOMAN: shadow if you won't follow me, 
WOMAN: let the cat follow the tree, 
WOMAN: and the sky follow the window, 
WOMAN: and the house follow the city towers, 
WOMAN: and the country follow the road, 
WOMAN: the walk I rise for in the morning, 
WOMAN: the climb I rest from at night, 
WOMAN: my heels where I lock you, 
WOMAN: with nightfall I lock you, 
WOMAN: FOLLOW ME 
woman and man split slowly - they unfold from eachother - semiotic 
relatioship is broken 
they take their places at either side of the stage 
woman stage right 
scene shifters enter stage - they dim the lights 
they turn off the light behind the victim...he fades from existence 
womanfautomatron move to the tip of the slash closest to the 
audience and away from the procenium 
scene shifters prepare for the projection... they shift the slash i 
MAN: you shall follow the cat, 
MAN: and the tree follow the sky, 
MAN: and the window follow the house, 
MAN: and the city follow the country, 
MAN: the road I walk on following you, 
MAN: the rise I climb for in the evening, 
MAN: resting my hands, my heart, my heels, 
MAN: without stitch or key, 
MAN: with footfall I lock you, 
MAN: FOLLOW ME. 
automatron stage left 
SCENE 3 - The Projection 
3 3 
Figure 3: Stage Configuration 3 
stage left man (automatron) 
silence hold 
woman to tower, man to house 
both man and woman trace their projections with their bodies. 
MAN: My house is here...Can you see it? 
he moves out from behind the screen and speaks to you on the screen 
MAN: can you? 
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house lights turn off and the theatre is in total darkness 
light source is the slash...it glows 
automatron and woman face eachother - divided by the screen 
both are lit from light emanating from the slash 
stage right woman 
5 second frame 
woman and man turn in unison to face the procenium they walk in step 
towards it - shadows of objects appear-they take their positions in the center 
of their prospective shadows 
victim enters with movie camera - begins to film the audience whose images 
are then projected on the slash - victim moves through the audience as the 
man and woman begin to speak... 
(note to reader: you are on the stage...look...are they speaking to you?) 
WOMAN: It is here in this 
configuration...what you and I are 
looking for. It is our object of 
desire... 
WOMAN: Yes...In the skeletal cities, 
welcome - radiant - inverse of the 
visible - we praise you - A (wo) 
MEN. 
O N O P A Q U E W A L L S - (the house, the tower) 
MAN: NO, a sculpture a child would make 
out of the hurt parts of the sky...we 
salute silent shadows stands at attention, salutes the object offstage projecting its shadow hold hold 
man begins to unfold the house 
MAN: I define myself spatially...to my 
house...words describe my existence; 
• man walks the path of his house again. victim moves back to the stage and projects the man and woman on the slash. 
(note to reader: your point of view has changed...it is a double vision.) both man and woman paint the shadows of the objects projected from off stage. 
woman begins pulling out pieces of the tower - fragments are erected. WOMAN: The project is to project its 
projection - see,its no longer a 
figment but a fragment...but still a 
complete whole...a (wo) men. 
pause 
victim climbs the tower. 
(note to reader: in order to give you a plan view.) 
silence as they paint their shadows...hold 10 second frame 
Figure 3: S t a g e C o n f i g u r a t i o n 3 
WOMAN: W E ARE CARRIED B Y A N ANCIENT 
M O M E N T U M . EARTH'S SHADOW NEVER 
ALTERS ITS POSITION - A SOLID CONE 
THAT IS P O I S E D A B O V E THE M A P S OF 
HISTORY - A CONDUIT FOR STUFF M O R E 
P E R M A N A N T THAN LIGHT, W H I C H WE 
P R A I S E . . . A ( W O ) M E N . they meet at the center and begin to argue over whose shadow belongs to who... 
MAN: IT'S A HOUSE. 
WOMAN: IT 'S A TOWER. 
MAN: H O U S E 
WOMAN: T O W E R 
in unison - The Tower Houses our desire interruption: the projection ends abruptly as the victims camera completes its film the shadows meet - confusion as to which is tower and which is house - the slash erases the conflict as scene shifters change the configuration separating the fragments of the house and the tower. hold -10 sec fram
SCENE 4 - The reading - (intermission) 
house lights come on - hold 3 second frame 
house lights dim 
stage in blackness 
pause 
victim, lit from behind enters stage at the point furthest from the procenium scene shifters hand out a text 




watch it change. 
VICTIM: you semi colon myself 
VICTIM: comma 
VICTIM: change period pay 
VICTIM: colon 
myself I, 
pay close and strict 
attention: 
to what I am saying, 
VICTIM: saying comma to 
VICTIM: comma 
to what you reading, 
and to the slash. 
Figure 4: Stage Configuration 4 
the scene shifters have 
completed the shift. 
I think, 
and continue. 
VICTIM: O K comma They 
VICTIM: comma 
VICTIM: shift period It 
VICTIM: comma 
VICTIM: think comma to 
VICTIM: dot dot dot 
VICTIM: continue period. 
> have cued me, 
It is time, 
to stop this... 
4 0 
It's 4, four am [ante maridiemj not a normal time for building but an ideal one for fantasizing on houses and palaces and dreaming of labyrinthine and impossible constructions. 
man - automatron - stage left 
Silence - hold victim is at center stage woman- stage right 
all three speak their lines simultaneously during this play Victim: I SEE A N D HEAR THINGS THEY TELL M E ARE 
NOT THERE, BUT THAT I K N O W ARE; A N D 
I ' M T E R R I F I E D . T H E Y S A Y I ' M 
M A D . . . B U T I K N O W DIFFERENT. 
MAN: M Y HOUSE IS H E R E . . . C A N YOU SEE IT? 
MAN: H O U S E 
Victim: T H I S RECURRING D R E A M AILS M E AT ALL 
HOURS. T H E Y CALL IT A D R E A M BUT I 
K N O W D I F F E R E N T . Y O U R I P T H E 
T H O U G H T S F R O M B Y H E A D A N D 
CONSU M E T H E M FERVOROUSLY UNTIL M Y 
M I N D IS NULL. I HAVE B E E N ERASED, 
PRUNED FROM EXISTENCE, SWALLOWED 
B Y A V A C U U M E . 
Victim:Yes, I S E E IT . I H E A R M Y HEART 
P O U N D I N G AS IF THE ORGAN WERE I N M Y 
H E A D . IT'S LIKE A TRAIN VIBRATING A N D 
R I P P I N G THROUGH THE CORPUSLES TO B Y 
BRAIN . T H E S E LINES H A V E B E C O M E 
PLANES A N D PLANES, SOLIDS, HEAVY, 
SHARP. . .A SKELETAL B O D Y I N V A D I N G M Y 
SPACE, M Y R O O M . IT'S SCEPTER CUTS M Y 
FLESH AND IT SUCKS THE BREATH FROM M Y 
LIPS. T H E PLANES, THE FACELESS COLD 
PLANES LIKE THE BLACK OVAL FACE OF THE 
H O O D E D " DEATH" . ! ! 
W O M A N : I T IS HERE I N THIS 
CONFIGURATION.. .WHAT Y O U A N D I ARE 
L O O K I N G FOR. I T IS OUR OBJECT OF 
DESIRE. . . 
WOMAN: T O W E R 
silence hold - 5 second frame 
W I T H O N L Y A T R A C E - (THE HOUSE, THE TOWER, THE CAGE) 
Figure 4: Stage Configuration 4 
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MAN: N O , A SCULPTURE A CHILD WOULD M A K E 
OUT OF THE HURT PARTS OF THE SKY.. .WE 
• SALUTE SILENT SHADOWS 
man walks the path of his house again. 
Victim: N O W . . . I ONLY SEE SHADOWS. T H E Y 
SUBSTITUTE FOR THE OPAQUENESS OF 
M Y WALLS, THE VERY VAGUENESS OF 
THEIR DEPTH. T H E OUTSIDE IS N O 
LONGER THERE - THEY DESTROY THE 
FAMILIAR IMPRESSIONS I ONCE H A D OF 
M Y R O O M , THE VERY PLACE I H A D 
CURSED AS M Y PRISON HAS TURNED IT'S 
P L A N E S ' FACE. N O W I N O LONGER 
RECOGNIZE IT, A N D I FEEL QUITE UNEASY 
I N IT, AS I N A R O O M I N S O M E WAY- S IDE 
HOTEL, I N A PLACE WHERE I H A D JUST 
A R R I V E D B Y T R A I N FOR T H E FIRST 
TIME. . .ONLY DIFFERENT. . . I 'M WAIT ING. 
Victim: Y E S , THEY HAUNT M E , THEY OVER TAKE 
M Y PRESENCE A N D ENGULF M E I N A 
T O M B - L I K E DARKNESS OF W H I C H THERE 
IS N O ESCAPE. 
WOMAN: T H E PROJECT IS TO PROJECT ITS 
PROJECTION - SEE,ITS N O LONGER A 
F I G M E N T BUT A FRAGMENT.. .BUT STILL A 
COMPLETE WHOLE.. .A ( W O ) M E N . 
WOMAN: Y E S . ' . L N THE SKELETAL CITIES, 
W E L C O M E - RADIANT - INVERSE OF THE 
VISIBLE - W E PRAISE Y O U - A ( W O ) 
M E N . 
MAN: IT 'S A HOUSE. 
: R E A D I N G IS ALWAYS THIS: T H E R E IS A 
THING THAT IS THERE, A THING M A D E OF 
WRITING, A SOLID, MATERIAL OBJECT, 
W H I C H CANNOT B E C H A N G E D , A N D 
THROUGH THIS THING Y O U M E A S U R E 
YOURSELF AGAINST S O M E T H I N G ELSE 
THAT IS NOT PRESENT, S O M E T H I N G ELSE 
THAT BELONGS TO THE I M M A T E R I A L , 
INVISIBLE WORLD, BECAUSE IT CAN ONLY 
B E THOUGHT, I M A G I N E D , OR BECAUSE IT 
WAS ONCE A N D IS NO LONGER, PAST, 
LOST, UNATTAINABLE, I N THE LAND OF THE 
DEAD. . . 
WOMAN: IT 'S A TOWER. 
lights dim and glow from the slash 
pause 
all three characters leave the stage only objects remain...silence 
hold 
scene shifters silently change the stage configuration from four to one lights are still off 
slowly the slash begins to glow revealing all of the drawing and painting of shadows that 
have been alluded to throughout the play...silence...hold 
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pause 
Silence - hold 
S C E N E 5 - T h e "Dis-Play 
43 
Figure 1: S T A G E C O N F I G U R A T I O N 1 
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TF O N A W I N T E R ' S N T G H T A T R A V E L E R - (plot analysis) 
Tntp.mptions in reading: 
1) Duplicated p a g e s - m i x e d u p p a g e s (repetition) 
2) B l a n k p a g e s - at the m o m e n t of s u s p e n c e - the cruelty of a 
white p a g e s m a s h e s your expectations 
3) Listening to another reader read aloud while translating 
4) Learning f r o m the steep slope - just simply breaks off - the 
author sank into a d e e p depression - h e c o m m i t t e d suicide at 
the fragment of text w a s published. L i k e the e n d of G o n e 
W i t h T h e W i n d - w e expect a sequel - it never c a m e - it w a s 
never written - n o notes for the plot...nothing. 
5) T h e study g r o u p h a d divided the b o o k u p - they w e r e not 
interested in the story. T h e y w e r e interested in general 
concepts that w e r e inspired b y the events in the text. ie. 
P o l y t m o r p h i c - perverse sexuality; laws of m a r k e d e c o n o m y ; 
etc. 
6) In the office, b o o k s are considered r a w material, spare 
parts; gears to b e dismantled a n d reassembled. R e a d i n g a 
p h o t o c o p i e d manuscript always leaves an o n going to b e 
finished. "Pleader has crossed the b o u n d a r y - crossed to 
the other side - lost the privileged relationship with 
b o o k s w h i c h are particular to the reader". " T h e ability 
to consider w h a t is written as s o m e t h i n g finished a n d 
definitive, to w h i c h there is nothing to b e a d d e d , f r o m 
w h i c h there is nothing to b e r e m o v e d " . 
7) S o m e o n e steals your b o o k in the m i d d l e of reading - to m a k e 
an art object out of it. 
8) B a n n e d b o o k s - confiscated in the m i d d l e of your reading. 
9) T o r n pages. 
Idea of a " D o u b l e reality" in architecture using the 
w o r k of A n t o n i n Artaud. T h e a t r e a n d its d o u b l e a n d 
the sculptural w o r k of Alberto G i a c o m e t t i - to 
develop a possible discourse in architecture a n d it's 
double - "representation". 
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CHAPTER 1 
-Goes through a sequence of an experience of buying a new book - The way it smells, the way it feels - in 
a bag on the way home you want to look at it- it's something raw and you look forward to-reading it - the 
author is speaking directly to you. You are the reader and are familiar with this experience. 
TF ON A WINTER'S NTGHT A TRAVKT ,F.R 
-The novel here repeats fragments of conversation. That seems to have no other function beyond that of 
depicting the daily life of a provincial city. 
-The novel describes what it is doing in using other paragraphs which then draws into every other chapter 
- organization "Zeno of Eka" password. 
CHAPTER 2 
-you are reading - pages are repeated. 
"WHAT YOU THOUGHT WAS A STYLISTIC SUBTLETY ON THE AUTHOR'S PART IS SIMPLY 
A PRINTER'S MISTAKE: they have inserted the same pages 2ce. [author/reader] - either can, reader 
is subjected to it 
whether it is called mistake or style. 
-INTENSIONALITY vs MISTAKE 
-author's style vs printer's mistake 
-'What exasperates you the most is to find yourself at the mercy of the fortuitous, the aleatory, the random, 
in things and in human actions - carelessness, approximation, imprecision whether your own or others". 
Pg27. 
-DREAM 
-Not as in control of things- pg 27 If on a Winter's Night you are motionless, blocked, forced to repeat 
everything from the beginning! 
Caivino erases his authorship - The book that was broken off is not a Calvino book but a polish book. 
Polish authorship is erased - The book begins differently from the previous book you read. 
OI IT STDE THE TOWN OF MAT ,ROR K 
-summary Pg 36. 
-The author discusses characters - The writing and developing of characters as an underlying message. 
-Also discusses problems reader runs into through translations, 
-a model must have as must visual detail as text on a page, 
-every other page is blank - you read anyway but... 
-"you can't get your bearings: The characters have changed, the settings, you don't understand what it's 
about, you find names (maybe nicknames, you don't know) and don't know who they are"-Pg 43. 
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-not Lotaria - LudmilJa (the other reader's) sister 
-interested in authors positions in: 
-Trends of contemporary thought and problem that demand a solution 
LOTARIA - analyzes books according to various categories: 
- Codes Conscious and Unconscious - all taboos are 
eliminated - Sex Class and Culture. 
IRNERIO - non-reader - friend of Ludmilla 
- "The secret is refusing to look at written words 
On the contrary, you must look at them intensely 
until they disappear, pg. 49. 
-New Book - Learning from the steep slope has some similar names as in Marnbrook. 
LEARNING FROM THE STF.F.P SLOPE 
M T S S Z W T D A 
-draws seashells which - denotes in her a search for formal perfection which the world can and therefore 
must attain, I, on the contrary, have been confined for some time that perfect - is not produced except 
marginally and by chance; therefore it deserves no interest at all. The true nature of things being revealed 
only in disintegration. Pg 57. 
-Kauderer - Meteorologist 
-text is written in a diary - author writes his concerns that maybe someday his language will be a dead 
language (Cimmerian) which, it is - only now being translated by this professor Uzzi. 
-'"Perhaps this diary will come to light many, many years after my death, when our language will have 
undergone who knows what transformations, and some of the words and expressions I use normally will 
seem outdated and of ambiguous meaning". 
-"With a written language it is always possible to reconstruct a dictionary and grammar, isolate sentences, 
transcribe them or paraphrase them in another language". Pg 61. 
-The important thing is that I convey to him the effort I am making to read between the lines of things. 
The evasive meaning of what is in store for me. 
-"Life is nothing but the trading of smells". Pg 64. 
-escape - the person as my mortal body and the escapes that awaits me the separation of the soul, the 
beginning of a life beyond this earth. Pg 65. 
-Cemetary is the home of those who are not here. 
CHAPTER 4 
-discusses reading aloud and it's implications, 
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-markings-
-no longer are you in the room - there is no longer the room in the department, the shelves, the professor: 
you have entered the novel, you follow the footsteps of the character, 
"all books continue in the beyond"-Pg 71. 
1. wordless alnguage of hving bodies. 
2. the words in books are written with and attempts to translate 
the first language 
3. cimmerian books are all unfinished because: 
"they continue in the beyond, in the other language, in the 
silent language to which all the words we believe we read 
refer..."Pg 71. 
WTTHOI FF,Aft OF WIND OR VERTTGO 
-written under psedonym of author of leaning from a steep slope 
-read in Lotaria's study group. 
-Kauderer munitions factory. 
-"every void continues in the void, every gap, even a short one, opens onto another gap, every chasm empties 
into an infinite abyss: - vertigo. 
-the story is like a void - "for the story, the bridge is not finished beneath every word there is nothingness" 
THEMES 
-political upheaval 
-writing on the void 
-this story is described as if the reader is translating the goings on at the university meeting he and the 
other reader and her sister are attending. 
IRIKA-is at once priestess and divinity profaner and victum of that sevret and sacrificial cult. 
she says: 'each has a different dream" vertigo is everywhere-it seems a bottomless pit you feel the summons 
of the void, the temptation to fall, to join the darkness that is beckoning-she says this as she holds a revolver 
with one bullet to her eye- then turns it on the narrator and his friend. 
-she is a powerful woman 
-she can induce a trance on to the narrrator and his friend 
she took possission of the two of them 
"however mad the things she would drive us to do once her magic circle had closed and imprisoned us, 
they would be nothing compared to what she was concocting now in her imagination, never pausing in the 
face of any excess in the exploration of the senses, in mental elation, in cruelty." 
the narrator is to die for treason - the text is intertupted 
CHAPTER 5 
-readers decide to go to the publisher 
-discusses the boundary line-on the side of those who make books the other side those who read them. 
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MR. CAVRDAGNA-the publisher-solver of all unresolved queries suggests that the body of text should 
be a footnote: "but couldn't you include the footnotes in the body of the text and even perhaps condense 
the text a bit, and even-the decision is yours-turn it into a footnote?" 
-the confusion comes down to one man Ermes Marana who is supposed to translate Cimmerian into 
Ciberian-gets it mixed up-everything mixed up and falsified - fraud 
-the author was an invisible point from which the books came, a void traveled by ghosts - an underground 
tunnel that put other worlds in communication. 
LOOKS DOWN TN THE GATHERING SHADOW 
-two people trying to get rid of a corpse-JoJo 
-story about erasing the past - I'll turn the miledge back to zero" - the face of many stories all at once 
-Bernadette helps narrator kill JoJo. 
CHAPTER 6 
All the papers of Marana have vanished. His typescripts, the original texts, everything - he's vanished 
- everything has vanished...reader then reads letters of Marana given to him by the publisher. It is here 
that we learn about Marana as character. 
FATHER OF STORIES 
One who writes stories before they ever appear in print, incarnated as Homer, Joyce, the author of 
Arabian Nights etc. He is an old Indian. 
Chapter six is stories within stories, a book within a book a reading of letters. 
ORGANIZATION OF APOCRYPHAL POWER 
-an organization which Marana founded- it specialized in the advertising and exploitation of literary 
and philosophical works. It is a part of a larger group, OEPHLW (Organization for the Electronic 
Production of Homogenized Literary Works.) 
-Marana translates books for an arabian sultan but: he will break off his translation at the moment of 
greatest suspense and will start translating another novel, inserting it into the first thru some rudimentary 
expedient; for example; a character in the first novel opens a book and starts reading. The second novel 
will also break off to yield to a third, which will not proceed very far before opening into a fourth and so 
on. 
-the book whose continuation you were already enjoying in anticipation, vicariously through a third 
party, breaks off again. 
ERMES MARANA-serpent who injects his malace into the paradise of reading. 
SILAS FLANNERY-Irish author watches a woman reading and describes it. -"she seems to live in a 
sphere suspended in another time and another space" Pg 126. 
he writes-he does nothing but follow the reading of the woman he sees on a deck below him (voyeur) 
day by day, hour by hour. He reads in her face what she desires to read and he writes it faithfully-Marana 
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interrupts him-too faithfully-as a translator of Bertrand Bandervelde, author of a novel that woman is 
reading, I warn you to stop plagiarizing it." 
This chapter is a small version of the whole book-fragments of texts interrupted - leaving you hanging as 
you begin the next, holding your breath you have followed from letter to letter the transformations of the 
woman reader, as if it were always the same person...maybe the woman reader in the text you are reading. 
APOCRYPHAL POWER-broken into two groups: 
1. A sect of enlightened followers of the Archangel of Light convinced that among the false books 
flooding the world they can track down the few that bear a truth perhaps extrahuman or extraterrestrial. 
2. a sect of NIHILIST followers of the Archon of Shadow, they believe that only counterfeiting, 
mystification, international falsehood can represent absolute value in a book, a truth not contaminated by 
the dominant pseudo truths 
-electronic machine that writes stories or Father of Stories? 
-genuine or pseudo? 
-go to cafeteria where you are to meet the other reader and begin this new Silas Filanrary novel - in a 
network that enlace. 
-Methamane? Translater - Pg 131. 
TN A N E T W O R K O F T ,TNRS T H A T R N T , A C E 
Metaphor 
-the percing story of an arraow that penetrates a hips naked flesh - one can employ an imaginary sensation 
to portray a known sensation - though nobody these days knows the feelings of being struck by an arrow, 
we all believe we can imagine it, the sense of being helpless, without protection in the presence of something 
that reaches us from alien and unknown spaces. 
"space occupied by my presence, because all around me there are only inert objects, including the 
telephone, a space that apparently cannot contain anything but me, isolated in my interior time, the space 
is no longer what it was before it is occupied by the ring, and my presence is no longer what it was before 
because it is conditioned by the will of this object that is calling". 
In a Network of Lines that Enlace: 
-is about a man and his relationship with a ringing telephone; 
Logic: 
"these telephones are perhaps not calling me, have no relation to me, but the mere fact that I can be 
called to a telephone suffices to make it possible or at least conceivable that I may be called by all 
telephones", 
-if the telephone rings next door we all wonder if it is actually ringing in our house - this is often unfounded 
but then; what if that call is for me? Through a wrong number or crossed wires it has gone to my neighbour. 
Madness:(Premise for Action and Suspense) 
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"perhaps it is indeed for me, perhaps my neighbour is at home but does not answer because he knows, 
perhaps also the person calling knows he is calling a wrong number but does so deliberately to keep me 
in this state, knowing that I can't answer but know that I should answer". 
This man is obsessed with the ringing telephone: 
Some feelings we are familiar with: 
"the anxiety when I have just left the house and I hear a telephone ringing that could be in my house or 
in another apartment and I rush back, I arrive breathless, having run up the stairs and the telephone falls 
silent and I will never know if the call was for me!". 
Humour: 
-he's jogging - a phone rings in a house - no answer - as he's jogging the phone in the next house begins to 
ring: and the jogger begins to think: 
[Madness (Farcault) - absurd frenzy] 
"there is a telephone chasing me, there is somebody looking up all the numbers on Chestnut lane in the 
directory, and he is calling one house after the other to see if he can ovcitakc me". 135 
Answers to why someone doesn't answer the ring: 
-Does a deaf man live there? Perhaps a paralytic lives there and you have to leave a great deal of time 
so that he can crawl to the phone...Perhaps a suicide lives there, and as long as you keep calling him, some 
hope remains of preventing his extreme act. 
The pace of the ring picks up - Jogger answers the phone in a strange house die voice tells him that 
Margorie is in a house at 115 Hillside Drive. It he goes there to get her fire and if not there is a bomb in 
the basement. Margorie - a girl in his class - he is a teacher - new teacher who was implicated — Margorie 
although unintensionally - invited her to his house to pick up books - rumours began to fly - he decides to 
rush to the address. There is Margorie tied on a sofa, Gagged. Jogger releases her. She vomits. Looks 
at me with contempt and says you're a bastard... 
-story breaks off here. 
CHAPTER 7 
Sitting in cafeteria waiting for the other reader, reading this Silas Flanery novel. 
Action of the Mind 
Your mine is occupied by two simultaneous concerns: 
-the interior one, with your reading, and the other, with the other reader who is late for your appointment. 
phone rings - you are being paged - it's the other reader cancelling the appointment - but meet her at 
her house... 
This chapter changes gender: 
-Second person addresses itself no longer to a general male - but switches to female while the third person 
becomes the male. 
"this book so far has been careful to leave open to the reader who is reading the possibility of identifying 
himself with the reader who is read: this is why he was not given a name, which would have made him 
automatically the equivalent of a third person, of a character (where as you, as third person, a name had 
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to be given, Ludmiila), and so he has been kept a pronoun, in the abstruct condition of pronoun, suitable 
for any attribute and any action1. 
The other reader's house is described in second person - cool - her character is developed further in 
this description. 
T . T J D M T T J . A 
-she is an extroverted, clearsighted woman, sensual and methodical; she makes her practical sense serve 
her imagination. 143. 
-she is posessive toward herself, she is attached to the signs in which you identify something of yourself, 
fearing to be lost with them. 144. 
book shifts back to the reader...don't believe the book is losing sight of you, reads the you that was shifted 
to the other reader can, at any sentence, be addressed to you again. You are always a possible you. Who 
would dare sentence you to loss of the you. a catastrophe as terrible as he lost of the I. 
For a second person discourse to become a novel, at least two you's are required, distinct and 
concomitant, which stand out from the crowd of he's, she's and the/s. 
One reads alone, even in another's presence. Does the relationship between one reader and the other 
reader remain that of two separate shells, which can communicate only through partial confrontations of 
two exclusive experiences? 
Books are "the other's words" which, as they are uttered by an alien voice, by the voice of that silent 
nobody made of ink and typographical spacing, can become yours - a code. 
T R N F . R T O 
-"It's not for reading. If s for making. I make things with books. I make objects. Yes, artworks; statues, 
pictures, whatever you want to call them." 
-a book is a good material to work with; you can make all sorts of things with its. 
-"A book with photographs of all my works. When this book is printed, I'll use it for another work, lots 
of works. Then they'll put them in another book, and so on." 
Philosophy 
-Everything has already begun before, the first line of the first page of every novel refers to something 
that has already happened outside the book. 
-The meeting of two people - must bear in mind that each of the two brings with himself a feature of 
events, enviroments, other people and that from the meeting, in turn, other stories will be derived which 
will break off from then common stay. 153. 
-Second Person Plural - You - you are in bed together you the readers 
Bodies are read in the making of love: 
"It is not only the body that is, in you, the object of reading: the body matters in so far as it is part of a 
complex of elaborate elements, not all visible and not all present, but manifested in visible and present 
events: the clouding of your eyes, your laughing, the words you speak, your way of gathering and spreading 
your hah...and ah the signs that are on the frontier between you and usage and habits and memory and 
prehistory and fashion all codes, all the poor alphabets but which one human being believes at certain 
moments that he is reading another human being." 
"and you too oh reader are meanwhile an object of reading."155 6 4 
Reading the Body: 
-what makes love making and reading resemble each other most is that within both of them times and 
spaces open, different from measurable time and space - Pg 156. 
Architecture: 
-for Ludmilla authors are never incarnated in individuals of flesh and blood, they exist for her only in 
published pages, the living and the dead both are these ready to communicate with her, to amaze her and 
the reader is always ready to follow them - carefree relations one can have with incorporeal persons. 
-between the book and the reader there would always be insinuated the shadow of mystification and 
margna, identifying himself with every mystification, would have affiermed his presence. 
A NETWORK OF T.TNKS THAT INTERSECT 
-the sail is a mirror that creates material things reflecting the ideas of the higher reason. 
Polydyptic Theatre: 
-sixty little mirrors lining the inside of a large box transform a bough into a forest, a lead soldier into 
an array of a booklet into a library. 
"•I" builds a room of mirrors which eventually becomes his prison. 
A P P E N D I X B 
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F I G U R E 21: PALACE AT 4 A . M . CONSTRUCTION W I T H SHADOWS 
Figure 22: Palace at 4 a.m. construction with shadows 
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F I G U R E 2 3 : PALACE AT 4 A . M . CONSTRUCTION WITH SHADOWS 
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F I G U R E 2 4 : PALACE AT 4 A . M . CONSTRUCTION WITH SHADOWS 
F i g u r e 2 5 : P a l a c e a t 4 a . m . G i a c o m e t t i - M o d e r n M u s e u m o f A r t 
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